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IMPORTANT BUDDHIST PAINTINGS FROM 
THE COLLECTION OF DAVID AND NAYDA UTTERBERG 


It has been just over two years since David Scott Utterberg (1946— 
2019) died in Seattle at age seventy-three. David had been collecting 
Japanese and Korean art for nearly fifty years, yet few in the Asian art 
field were familiar with him. Nayda Utterberg, his wife, described 
him as a man of so few words he was dubbed “Mr. Enigma.” He 
was unique. 


Twenty hanging scrolls from his extensive collection—Japanese, 
Chinese and Korean painting and calligraphy—are included in this 
sale. 


Nayda, who has since moved to Nevada, returned to their penthouse 
apartment in Seattle for Daviďs second death anniversary in 
November 2021. She wanted to be at the home he built for the two 
of them, filled with their Jean Michel Franck (1895—1941) art deco 
and Chinese furniture. “Of course,” she said recently: 


I was all stirred up again, but I was happy to bring back all 
the sweet memories. I am keeping most of the art, like the 
Death of the Buddha (Nehan) painting, the Korean screen of 
Blossoming Plum Tree and many calligraphy scrolls. Parting from 
the pieces for a Christie’s auction is quite emotional for me. 
The calligraphy especially is something I had second thoughts 
about. David and I loved calligraphy and having them auctioned 
feels like I am trying to erase something that is part of our life. 
You see, we don’t read calligraphy but it’s the mystery of the 
calligrapher and the (feminine or masculine) beautiful strokes of 
the calligraphy that made us appreciate the work. We did not 
care much about the painter/calligrapher, but the technique and 
the end result was important to us. That’s one reason we love 
Ikkyu Sojun. 


David’s father, a Christian Scientist, arrived in Minnesota from 
Sweden at the age of eighteen. His mother, Scottish and a Roman 
Catholic, settled in Chicago. Many years later, they met each other 
in Chicago, where Mr. Utterberg began tuning pianos, and later 
founded the Utterberg Piano Company. He was fifty-three when 
David was born (David’s older brother died young). David was 
especially close to his mother, who was widowed in 1978 and died in 
1991. She made headlines when she started skiing at age eighty-three. 


Working his way through college, David learned the value of hard 
work at a young age. He received his BA degree from DePauw 
University as an undergraduate and his MBA from Northwestern 
University. Right after graduate school, David joined Baxter, a 
Chicago-area medical company, but it was Cordis Dow Corporation 
that sent him to Singapore in 1974 to open an office. After a year, 
he transferred to Hong Kong for four years, still with Cordis Dow. 
Then, he moved to Japan for two years, where he befriended 
an employee of a medical company, who supported his ideas in 
manufacturing. David opened his own company in San Francisco, 
settled there in 1981 in an apartment on Russian Hill, and commuted 
regularly to Kyushu, Japan, to learn manufacturing. 


A prolific, talented inventor and manufacturer, his pioneering work 
led to over one hundred United States and foreign patents related to 
blood treatment, such as dialysis and safety medical devices. David's 
noteworthy contributions to the treatment of end-stage renal disease 
included the StreamLine blood-tubing and MasterGuard safety- 
needle products. His relentless pursuit of excellence significantly 
changed the medical field and positively impacted the lives of patients 
and healthcare professionals internationally. 


Between 1981 and 2007, among numerous other firms, David 
served as Chief Executive Officer, President and sole stockholder 
of Medisystems Corporation and Lifestream Medical Corporation, 
a private medical company. He expanded in the 1990s—there were 
factories in Italy and Mexico. In 2007, he sold Medisystems to 
NxStage Medical, a company he admired and where he served as a 
director until 2013. 


David met Nayda in San Francisco in 1983; they married in the late 
1980s. He was embraced by her family as the honorary father and 
grandfather to her children and grandchildren. In 1993, the couple 
moved to Seattle, where his staff—people with technical medical 
backgrounds—could more easily buy homes, as the cost of living was 
much lower there. In 2011, the Utterbergs were enchanted when 
they discovered an immaculate, thirty-three-acre farm in Kilauea, 
at the north end of Kauai, Hawaiʻi. Nayda recalls that its beauty 
tempted him to buy it as a Valentine’s present for her. Parts of the 
film Jurasssic Park had been filmed there. The couple subsequently 
spent up to five months there annually. 
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David was attracted to Asian art from the beginning of his years in the 
Far East. He and Nayda, who was born in the Philippines, spent more 
than half the year traveling to Asia and Europe. Around 1990, David 
gave sixteen Korean early stoneware ceramics and several calligraphy 
scrolls to the Asian Art Museum, San Francisco. In Seattle, David’s 
office was across the street from the Seattle Art Museum (SAM), 
where he served on the board of trustees from 1995 to 2001, when 
Mary (Mimi) Gates was its director. David and Nayda gave the library 
of the Seattle Asian Art Museum, in Volunteer Park, an annual fund 
of thirty thousand dollars for three years (1995—97)—that library 
was an important resource for him. He was forming a substantial 
collection of Buddhist painting and sculpture, as well as ink painting; 
woodblock-printed Buddhist material; medieval Japanese ceramics; 
some lacquer; Korean celadons—and both Japanese and Korean 
folding screens, among other genres. The reminiscences recorded 
below are excerpts from, “David Scott Utterberg (1946-2019): A 
Very Private Collector," Impressions 42 Part Two (2021), the journal 
of the Japanese Art Society of America (www.Japaneseartsoc.org): 


Nayda, who was David's confidante, explained his approach to 
acquiring a work of art. After seeing a piece at a gallery, he would go 
back home and do intensive research. 


Typically, he would not buy something on the spot. He had 
his own library of about seven thousand books and could study 
by himself. He never depended on scholars when making a 
purchase. As for calligraphy, he didn't understand it, but he 
would train his eye by looking at it and similar works for a 
long time. At home, we would flip through pages of his books 
together, without talking, just studying. David read all the time. 
When we visited a dealer, he sat there without saying anything, 
for a long time. He would return nine months later and say, 
“Do you remember that piece you showed me? Pll buy it." He 
was very careful. His motto was: Don't settle for anything less 
than the best. He was never content with “It’s OK." Also, he 
would weed out lesser things, labeling them with the comment 
"Ready to sell." 


He collected French wine, as well. By 1993, he had three 
thousand bottles in an off-site wine cellar. I still have seven 
hundred bottles, each labeled by David: “Not yet ready," 
“Almost ready" and “Ready.” 


He was similarly meticulous about his appearance and dressed 
like royalty. He wore a tie for dinner, even in Hawaiʻi. He never 
wore a T-shirt and didn't own a pair of jeans or sneakers. That 
was probably the influence of his father, who was very old- 
world European and always wore a bow tie. 


In 2005, he was diagnosed with a form of myositis that affected 
his quadricep muscles and eventually put him in a wheelchair. 
It was not a death sentence for him: His physicians told us that 
everything else would be normal, but that he would be unable 
to use his legs after the fifteenth year. That gave him all the more 
reason to travel, visit the countries and museums he loved and 
also eat at the three-star Michelin restaurants, singling out those 
that had ramps for a wheelchair. “Exhausted” or “tired” were 


never in David’s vocabulary. He ran the race well and embodied 
the words of Timothy 4:7: “I have fought the good fight, I have 
finished the race, I have kept the faith.” 


I know that people think of him as a loner. In fact, he was 
very private, formal and old school. He was also extremely 
snobbish by nature (we laughed about that—I’m the same way). 
David was very careful (his mother warned me about that), 
reserved and totally formal. Yes, people found him intimidating. 
Everyone we know told me so. He did not want to socialize, 
because he was not a “chit chat” kind of guy. For him, it was a 
waste of time. Underneath all that, however, he was full of dry 
wit, humor and warmth—he never lost those gifts, even in his 
last months. 


Nayda confirms he was not interested in having others see his 
collection; there were no group visits or seminars at his home. It was 
for the two of them to enjoy. Before he died, he advised her not to 
give any of his collection to a museum. When one curator asked to 
visit him a few years ago, David warned him, “Don’t come if you 
think Tm going to give anything to your museum.” 


SHARED MEMORIES 


Xiaojin Wu, Curator of Japanese and Korean art at the Seattle Art 
Museum (SAM), remembers that David preferred works that were 
minimal and elegant. In 2013, he was a lender to an exhibition of 
East Asian art celebrating SAM’s eightieth anniversary, “A Fuller 
View of China, Japan and Korea." When he saw the museum’s 
thirteenth-century ink painting of a bull hanging at the end of one 
gallery, he said, "I'd trade anything for that." He lent his beautiful 
screen of spring azaleas and autumn grasses with calligraphy, by 
Konoe Nobuhiro, to the museum’s 2015 exhibition “Calligraphic 
Abstractions.” Wu continues: 


He really had a sharp mind and eye (and sometimes tongue, 
too) as well as a good sense of humor. He formatted his e-mail 
messages rather dramatically, making me think of a Zen koan! 
After I gave him a tour of the 2013 exhibition in celebration 
of SAM’s eightieth anniversary, David wrote, “A great job and 
I'm very glad for the personal introduction. You are obviously 
much harder working and enthused than 96% of museum people 
I have met in my life and those are the crucial ingredients.” I 
don’t know how he came up with the “96%.” 


I was most pleased that he came to see our renovated Asian 
Art Museum in the late summer of 2019, before we finished 
installing the galleries. He was very happy with our renovation. 
Just a few weeks before David passed away, the Utterbergs 
pledged one million dollars to name a gallery in the Asian Art 
Museum. So, while there is no Utterberg art on the walls, we 
now have a Nayda & David Utterberg Gallery. 


Robert D. Mowry, Alan J. Dworsky Curator of Chinese Art 
Emeritus, Harvard Art Museums, and a consultant at Christie’s, New 
York, notes that David Utterberg, whom he first met in Seattle in 
1991, had a deep understanding of Korean art, as well as a keen eye 
for its beauty, importance and rarity. Mowry remembers: 
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Although relatively small, the Korean celadon collection was 
distinguished by its superior quality; indeed, every piece was 
a masterwork. Virtually all of the pieces had been purchased 
from leading dealers in Japan, just as almost every piece had 
previously been published. In addition, David, a stickler for 
proper provenance, acquired only pieces with documentation 
that evinced that they had left Korea before 1970. 


I last saw David early in 2005, when he attended the opening of 
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“Marks of Enlightenment, Traces of Devotion,” an exhibition 
of Japanese painting and calligraphy from the collection of 
mutual friends in Cambridge, Sylvan Barnet (1926-2016), a 
Shakespearean scholar, and his partner, William Burto (1921— 


2013), which we mounted at the Fogg Art Museum. 


Professor Yukio Lippit, at Harvard University, confirmed the 
significance of Utterberg’s accomplishments in the art field. He first 
met David as a graduate student in the 1990s, in Tokyo, through 
the Cambridge collectors Sylvan Barnet and Bill Burto, and that was 
when he began to correspond with him to field questions about his 
collection: 


He never asked my advice for purchases, but over the years, he 
would occasionally write to ask questions about objects in his 
collection. Gregory Levine and I borrowed David's painting 
Tenjin Visiting China for our 2007 “Awakenings” show at Japan 
Society, New York. I always felt that he had—and I still don’t 
understand why—one of the most under-recognized collections 
of East Asian art anywhere, with truly fabulous works. And it 
was never exhibited in full. So, this tribute in Impressions will 
be one of very few public instances that preserve his legacy in 
the art world. 


As you know, painting wasn’t the primary focus of his 
collecting—to me it was Buddhist objects and ceramics—but 
I was always struck by how remarkable his objects were. The 
ones that stand out to me include Tenjin Visiting China. This 1s 
in my view perhaps the most significant example, and the earliest 
dated one (1430). Not only is the inscription by Yoka Shinko 
intriguing in terms of what it says about the legend of Tenjin's 
crossing to China, but the work itself is unusually well preserved 
and beautifully colored. I think it must be by a yamato-e painter 
or court artist of the period because of the remarkable handling 
of mineral pigments and the surety of figural depiction. Sylvan 
Barnett and Bill Burto always regretted selling the work to 
David, and told me how painful it was to see the work in our 
“Awakenings” exhibition at Japan Society Gallery in 2007. 


Because I am an academic, I suspect that David granted me 
shghtly more access, principally by correspondence, to his 
collection than others. He kept museum curators, fellow 
collectors and most dealers at a distance for reasons of his own. 
The research of the works in which he was interested might 
have been as enthralling for him as the beauty of the work of art. 


Many of the people who got to know David personally were art 
dealers. James Godfrey, a dealer specializing in Chinese art and now 
based in Cleveland, was living in Manhattan when he first met David. 
They were good friends and spent much time together talking about 
Asian art, among myriad other topics. When David and his travel 
buddy, Glenn Vinson, came to New York for auctions in the 1980s, 
Godfrey thought of them as "the odd couple." Glenn, an attorney 
with a Harvard law degree, was from Dallas but ended up in San 
Francisco. He and his late wife, Joan, who was from Singapore, were 
patrons of the Asian Art Museum of San Francisco—their collecting 
interests were on the Chinese and Southeast Asian side. 


Precise and demanding in terms of his taste, David knew exactly 
what he wanted. According to Godfrey, he was an absolutely driven 
collector, with high standards and very good taste. 


He had two sides to his brain—the business side, focused on 
his medical inventions, and the aesthetic side, directed toward 
his art collection. He excelled at both. David gravitated toward 
Goryeo celadons, but also moved on to other areas as his lifestyle 
changed. He decorated his apartments—first in San Francisco 
and then in Seattle, where he overlooked the harbor— with 
Ming-dynasty, as well as French art deco furniture and Chinese 
carpets. 


David, as a Westerner, early on came to understand the subtleties 
of Korean and Japanese art. But he also happened to like 
Chinese furniture and carpets. His overall taste was restrained 
and classical. He did a lot of homework, which frustrated some 
dealers—he was quite demanding, even persnickety, in his taste 
and often seemed to know more than the dealer, which could 
be intimidating. He tended to think that you could get the best 
things in Japan. On balance, he bought from the "right" sources: 
Tajima, Setsu and Yabumoto in Tokyo, Giuseppe Eskenazi and 
Bluetts in London, John Eskenazi in Milan and London and 
from Christie's and Leighton Longhi in New York. 


He and Nayda were still going to Japan as late as 2015, before his 
disease forced him into a wheelchair a few years later. 
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David and Nayda Utterberg in Japan. 1992. Courtesy of Nayda Utterberg 


David was a loner. He was old school in his taste and 


methodology. He was very serious about collecting, but private. 
He collected because he really loved the stuff, not for the benefit 
of curators. Perhaps that’s why he fell below the radar. He didn’t 
need to show his things and never had an exhibition. 


Robert Moore, a Los Angeles dealer and collector known as a 
specialist in Korean art, recalls that he was introduced to David by 
Tajima Mitsuru of London Gallery, Tokyo, in the 1980s. David 
told Moore how he became acquainted with Taj. He was in Tokyo 
as a medical equipment sales representative on one of his first trips, 
when he looked across the boulevard and spotted an art gallery 
called London Gallery, and he thought to himself, “They probably 
speak English.” And that’s when he met Taj, who had in fact lived in 
London for several years in order to learn English. Taj used to visit 
the West Coast two or three times a year. He is a good teacher and 
probably helped train David's eye. And David was a quick learner. 
Moore remembers: 


The Bay area was a better source of Asian art for me than Los 
Angeles. On one of my buying visits to San Francisco, David 
and I had dinner together. I told him that I had just bought a 





Korean screen and had it in the back of my station wagon. He 
insisted on looking at it after dinner and we opened it up in the 
parking lot of my hotel. He wanted to buy it, but I declined. It 
was for my personal collection. 


What I do know about his collecting interest 1s that he bought 
high-quality Korean ceramics, Song ceramics, Ming furniture, 
antique Chinese carpets, Japanese Buddhist sculpture and art- 
deco French furniture. He sold some of the deco furniture at 
Sotheby’s in New York in 2015. 


Tajima Mitsuru (b. 1936) also shared his thoughts with us. The first 
thing David tried to buy from him was a Kamakura-period sculpture 
of the two-year-old Shotoku Taishi. He had just unpacked the piece 
and was setting it up for display in his gallery in Tokyo, when he 
saw David peeping in through the front window. He invited him 
in and quoted him a price. David, disappointed, said, “No, I don’t 
have the money for that.” Tajima sold the Shotoku to the Princeton 
University Art Museum in 1984. 


David lived in Japan for a while near the Nishimachi International 
School in Motoazabu, near Roppingi and the London Gallery. He 
had studied some Japanese. He developed an interest in antiquities 














David Utterberg in the abbot's quarter's of Myoshin-ji Temple, Kyoto, enjoying 
the seventeenth-century sliding-door (fusuma) paintings by Kano Tan'yü. 1988. 
Courtesy of Nayda Utterberg 





during his time in Hong Kong, although he did not have much 
money until after he went to Japan and started his own business, in 
1981. One of the last things he purchased from Tajima, around 2014, 
was a Gandharan stone figure of a standing Buddha, over one meter 
tall. Tajima recalls: 


I had offered it to the Nara National Museum, but the curator 
there turned it down because it has some original gold pigment 
on the surface and that made him suspicious. I illustrated it on 
the cover of my 2010 catalogue of Buddhist art. David took a 
long time to decide on that purchase. He placed it against one 
wall in his Seattle apartment, well secured against earthquakes. 


David was a serious student. I have a good collection of art 
books and he bought all the same ones—he built himself an 
excellent library. He was a very smart man, I think. 


David and Nayda came to Japan as often as four times a year. We 
had dinners together, but David made a point of saying that he 
would never eat at an Italian restaurant in Tokyo. He thought 
Italian food should only be eaten in Italy. We traveled to Europe 
together, and I would stay at their apartment when I went to 
the West Coast. 


From the beginning, he was interested in Buddhist things. David 
also liked ink paintings. At the same time, he was collecting art- 
deco furniture. He had a good sense of what he liked and strong 
personal opinions. As far as I know, he had no special advisor. 
He knew all of the Japanese dealers here. I introduced him to 
the American collectors Sylvan Barnet and Bill Burto. They 
spoke to one another quite often. They were good friends and 
had similar tastes—I mention that because David was a difficult 
man and probably had few close friends. He bought a painting 
of Tenjin Visiting China from Sylvan in 1993. 


I went to see him in October 2019, about a month before he 
unexpectedly died. We visited the Seattle Art Museum, where 
we met Xiaojin Wu and the director, who showed us the 
newly renovated Asian galleries. David was in a wheelchair by 
then. Unlike most people with a physical illness, he never, ever 
complained. He was a fighter. 


Julia Meech, Consultant 
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ANONYMOUS (JAPAN, 12TH CENTURY) 


Section of the Flower Ornament Sutra, known as 
Senpukujikyo 

Fragment of handscroll mounted as a hanging scroll; ink, gold ruled 
lines and flecks of gold leaf on indigo-dyed paper 

9% x 20% in. (23.8 x 51.1 cm.) 


$30,000-40,000 


1۳ cft SFE) 


PROVENANCE: 
Yamada Collection, Kamakura 
Kososhi Unshodo, Kyoto, 29 Nov. 2002 


This scorched fragment is from the Flower Ornament Sutra 
(Kegonkyo) from Senpukuj, a temple in Osaka. The sutra records 
the sermons delivered by Shakyamuni Buddha immediately after his 
enlightenment. At some point, this set of scrolls was damaged by 
fire; the pieces that survived were mounted as hanging scrolls and 
sold after World War II. Other examples are in the Freer Gallery 
of Art, Smithsonian Institution, Washington, DC, a gift of Sylvan 
Barnet and William Burto in 2014, and the Nezu Museum, Tokyo. 
The ornate paper and elegant script of the Japanese aristocracy are 
characteristic of the late Heian period, c. 1100. 
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ATTRIBUTED TO EMPEROR SHIRAKAWA 


(JAPAN, 12TH CENTURY) 


Section of the Sutra of Contemplation on the Buddha of 
Immeasurable Life (Kanmuryojukyo) 


Fragment of handscroll mounted as a hanging scroll; malachite with 
gold-ruled lines and painted decoration in gold and silver on paper 
10/4 x 4/4 in. (26 x 10.8 cm.) 

With a paper certificate of authentication (kiwame fuda) by Kanda 
Doki (1633-1711) 


$20,000-30,000 

(RAGE REZE (GEE BCH) 
PROVENANCE: 

Gogatsudo, Tokyo, 24 Aug. 2004 


Pieces cut from this sutra, commonly known as the Rengeoingire 
(“fragment from the Rengeoin Temple"), were among the most 
sought after by collectors in the Momoyama and Edo periods. This 
fragment was likely mounted in a tekagami album in the seventeenth 
century. Another fragment, with five lines of calligraphy, is in the 
Freer Gallery of Art, Smithsonian Institution, Washington, DC, a 
gift of Sylvan Barnet and William Burto in 2014. The fragments 
are admired for the delicate painting of birds and butterflies in 

the margins and the text is valued because of its attribution to the 
Cloistered Emperor Shirakawa (r. 1027—86). This fragment, with 
six lines of text written in malachite, may be the longest known 
example. Marks in black ink were added later to assist with Japanese 
reading of the Chinese. The Kanmuryojukyo is considered one of 
the most significant sutras of the Pure Land Buddhist sect. 
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ANONYMOUS (JAPAN, 12TH CENTURY) 
Iconographic Drawing of Vajrapani (Shukongojin) 
Hanging scroll; ink on paper 

3774 x 18% in. (04.6 x 46 cm.) 


$60,000-80,000 
EFA MIAR 


PROVENANCE: 
Todaiji Temple, Nara 
S. Yabumoto Co. Ltd., Tokyo, 30 Oct. 2000 


In this unusually large iconographic drawing, the wrathful tutelary 
deity strikes a pose, standing firm against enemies of the faith, even 
as his robes and scarves billow around him in the wind. He has 

the bulging muscles of a superhero and his mouth is wide open, 

as though emitting a fierce battle cry. In his right hand, Vajrapani 
(“thunderbolt in hand,” in Sanskrit) holds his weapon, an enormous 
vajra, or thunderbolt. His left hand grasps the nght wrist to stabilize 
it. The figure is reminiscent of the nearly contemporary Nio 
sculptures guarding the entrance to Todaiji Temple in Nara. 


The iconography and religious function of Vajrapani has changed 
considerably over the centuries. In his earliest representations 

from the ancient region of Gandhara, Vajrapani was depicted as a 
muscular elderly figure holding a double-lozenge-form vajra; such 
representations may have been influenced by Hellenistic depictions 
of the Graeco-Roman deity, Zeus/Jupiter, who was shown in 
similar form wielding a thunderbolt. In Tang-dynasty China, he 
flanks the entrance to Buddhist temples, appearing, for example, in 
the cave carvings of the Longmen Grottoes with the exaggerated 


musculature typical of this Japanese representation. 





Massive lokapala in the Longmen Grottoes near Luoyang, China 
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ANONYMOUS (JAPAN, LATE 13TH-EARLY 14TH CENTURY) 
Miroku Bosatsu (Bodhisattva Maitreya) in Welcoming Descent 


Hanging scroll; ink, color, gold and gold leaf on silk 
33% x 14% in. (84.8 x 35.9 cm.) 
Inscription attributed to Emperor Fushimi 


$300,000-400,000 











SIT SS poe OA P. fr RC E RITE 


PROVENANCE: 

Hoju-in Temple, Nara 

Okabe Shun'ichi, Kyoto 

Hosomi Ryo (1901-1979), founder of the collection in the Hosomi 
Museum, Kyoto 

Leighton R. Longhi, New York, 10 Nov. 1990 


LITERATURE: 

Leighton R. Longhi, Forty-five Years in Asian Art (New York: 
privately published, 2019), pl. 7 

Kokka 766 (Jan. 1956), pl. 5 


The inscription on top is believed to be by Emperor Fushimi 
(1265—1317), who reigned from 1287 to 1298, based on 
comparisons with other examples of his writing. The date of the 
painting is thought to be around 1313, when Fushimi took the 
tonsure and became a Buddhist monk. The text reads from right 
to left and consists of three Buddhist ceremonial chants invoking 
Miroku بت‎ (Miroku koshiki), written by the famous Hosso- 
sect monk Jokei (1155—1225). In 1192, Jokei moved to Kasagidera, 
outside Nara, known for Miroku worship because of the massive 
image of Miroku carved into a nearby chff. Earlier, he resided at 
Hokuendo within Kofuku-ji, Nara, where Miroku was the primary 
image. 


The literary genre known as koshiki was popular during the late 
Heian and early Kamakura period. Koshiki, translated by one scholar 
as "Buddhist ceremonials,” are liturgical texts that, by promoting 
devotion to a particular buddha, bodhisattva, or patriarch, seek to 
generate a karmic link (kechien EAX) between the ritual participants 
and the object of devotion. Practitioners, in this case perhaps 
including Emperor Fushimi, who may have inscribed the koshiki 

on this painting, would gather in groups of ten or twelve to recite 
the text before the image, whether a painting or a sculpture. These 
gatherings were important sources of fundraising, as well. 
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The first two verses have been translated by James L Ford in 
"Competing with Amida: A Study and Translation of Jokers 
Miroku koshiki," 1n Monumenta Nipponica 60, no. 1 (Spring 2005), 
pp. 69 and 72. Each consists of four lines with seven characters per 
line: 


Those who share a [karmic] connection are one and all reborn 
into the wondrous lotus pond whose waters manifest the 

eight virtues. Now we, with all disciples, dedicate ourselves to 
Miroku that we may achieve realization at the Dragon Flower 
Assembly. 


Jer ENS HORSE 
RAR FHM HEA HEED 





۳ 





In accordance with the Buddha with the Brilliance of the 
Sun, Moon, and Lamp, Miroku realized the samadhi of 
consciousness-only by means of which he expounded on the 
seventeen stages of practice in the [Yugashiji ron RAMENIH cos] 
that is now part of the True Dharma of Shakyamuni. 


KBE HARM EMER BRN 
SHR MAANTEE 


The third verse, at the far left, is on dark silk that has suffered 
damage and is no longer legible. 


ER 


Miroku (Maitreya), the Benevolent One, is the Buddha of the 
Future, who now resides in the Tosotsu heaven as a bodhisattva, 
awaiting final rebirth, which will take place many aeons after the 
death of the historical buddha, Shakyamuni. Miroku evolved as one 
of the most popular figures in Buddhism across Asia in both the 
mainstream and Mahayana traditions. From the eleventh century, 
the cult of Miroku received widespread popularity in Japan thanks 
to the Lotus Sutra and was spurred on in the Kamakura period by 
belief in the final age of the law (mappo). As Max Moerman writes, 
Miroku "promises rebirth for his devotees in his Tosotsu heaven 
while he 1s a bodhisattva, and also promises their presence at his 
future sermon as Buddha, in which he will inaugurate a new golden 
age" (in Kamakura: Realism and Spirituality in the Sculpture of Japan, 
ed. Ive Covaci [New York: Asia Society Museum, 2016]). 


In this painting, Miroku appears in his princely form, as a 
bodhisattva, in three-quarter pose, as though descending at long last 
from his Tosotsu heaven on a cloud in a raigo or welcoming scene. 
Brilliant rays of light issue from behind his head. He 1s bejewelled 
and crowned, distinguished by the design of a miniature stupa at 
the center of his crown. The five golden Sanskrit syllables in his 
halo may represent his mantra. The primarily blue and green color 
palette, and the technical details, such as delicate cut gold leaf 
(kirikane) that creates exquisite patterns in the garments and halo, 
reflect the style of Kamakura-period Buddhist painting. 
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ANONYMOUS (JAPAN, LATE 13TH CENTURY) 
Amida Triad 


Hanging scroll; ink, color, gold and silver on silk 
31% x 16% in. (81 x 42.5 cm.) 


$400,000- $00,000 
Bue = £5 pa 


PROVENANCE: 
Idemitsu Museum of Art, Tokyo 
London Gallery, Tokyo 


LITERATURE: 

Ariga Yoshitaka," Amida Triad", 1n London Gallery, Ltd., ed, 
Buddha’s Smile: Masterpieces of Japanese Buddhist Art (Tokyo: London 
Gallery, Ltd., 2000), exh. cat. no. 105. 

Japanese art from the Tajima collection (New York: Sugitomo Works of 
Art, 1987). cat. no.8. 


There is only one other painting of this subject, a registered 
Important Cultural Property in the collection of Daigo-j1, a major 
Shingon temple on the southern outskirts of Kyoto. The Daigo- 

ji Amida Triad was exhibited in 1996 at the Sano Art Museum 

in Mishima, Shizuoka, and again at the Nara National Museum 

in 2014, dated to the thirteenth century. The cool palette and 
abundant use of gold and silver are characteristics of the Kamakura 
period. The Utterberg and Daigo-j1 paintings are rare and important 
examples of the comingling of Esoteric Buddhist Shingon 
iconography with the Tendai Pure Land (Jodo) school of Buddhism 
focused on Amida, the Buddha of the Western Paradise. Amida has 
been transferred to an Esoteric Buddhist context. The painting was 
likely used as a visualization exercise for rebirth in Amida’s Pure 
Land. 


Poised on a splendid lotus throne, a golden-bodied Amida sits 

in severe frontal symmetry within a geometrically precise, pearly 
white lunar disc. Both hands rest in his lap, thumbs and forefingers 
touching, in the gesture signifying the highest level of meditation. 
He 1s intensely, hypnotically focused. Behind his hands is a chakra 
(rinbo in Japanese), or “wheel of the Law,” one of the oldest 
Buddhist symbols; in the Shingon tradition, the chakra occupies a 
central position on the ritual altar. 
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Below, Amida’s two attendant bodhisattvas, Kannon on the left and 
Seishi on the right, face one another and hold pink lotus blossoms. 
Amida and the two bodhisattas are enclosed in double halos 
emanating tongues of flame, with a larger swirl of fire at the top. 
Above are two additional small moon discs. The one at upper left 
contains a standing vajra, resting on a lotus pedestal and supporting 
a pink lotus blossom, while that on the right encloses the Sanskrit 
seed syllable (bonji) for Amida. These are the samaya and bonji forms 
of Amida, as he appear in the Samayamandala (= KES ase) 

and Bija- or Dharmamandala QE SASKE) versions of the Kongokai 
mandala. In this Tantric rendering, Amida wears an elaborate crown 
in the manner of Shingon's primary deity, Dainichi. 


To explicate the complex iconography, Professor Max Moerman 
of Barnard College notes the seminal influence of Kakuban 
Shonin (1095—1143) in providing a unity of Pure Land and 
Shingon doctrine and redefining the place and nature of Amida. 
James H. Sanford unpacked these issues in ““Amida’s Secret Life: 
Kakuban’s Amida hishaku” (Richard Payne and Kenneth Tanaka, 
eds., Approaching the Land of Bliss [Honolulu: University of Hawari 
Press], 2004). He explains that Kakuban, who spent time at 
Kongobu-ji, the Shingon temple on Mount Koya, “is best known 
for promoting the view that the Buddha Amida, the central divinity 
of the Pure Land school, and Shingon’s own principal buddha, 
Dainichi, were the same and that the true nature of the Pure Land 
and was not transcendent but immanent.“ For Kakuban, Amida 
was a manifestation of Dainichi, in a fashion reminiscent of the 
Buddhist-Shinto conflations known as honji-suijaku. Kakuban’s 
esoteric explanation of Amida was widely circulated and his 
Shingonesque ideas about Amida are reflected in the Utterberg 
painting. 
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ANONYMOUS (JAPAN, 14TH CENTURY) 


Amida Nyorai (Amitabha) in Welcoming Descent with the 
Boddhisattvas Kannon and Seishi 


Hanging scroll; silk embroidery and human hair 
23 X 11% in. (58.4 x 28.9 cm.) 


$100,000-150,000 


RAR SANE را‎ 


PROVENANCE: 
Kokon, Inc., New York, 21 Jan. 2001 


In the Kamakura period, practices focused on attaining birth in 

the Buddha Amida’s Western Paradise became widespread, and 
many small embroideries like this one were produced for intimate, 
individual devotional practice and deathbed ritual. Small in scale, 
they were intended for a personal altar. Amida descends to welcome 
the deceased, accompanied by the bodhisattvas Kannon and Seishi. 
The needleworker substituted human hair for silk thread in places, 

a practice common in scrolls used during ceremonies following 

the death of a devotee, when prayers were offered for safe birth in 
Amida's Pure Land. 


Two similar embroidered Amida triads, dated to the thirteenth 
century, are in the Mary Griggs Burke Collection at the 
Minneapolis Institute of Art and the Harry G. C. Packard 
Collection at The Metropolitan Museum of Art, New York. In 
both, however, the deities are shown not in human form, but 

as sacred Sanskrit seed syllables, against a solidly worked blue 
background. Both are faded and worn, as in the Utterberg example, 
and have considerable restoration. 


Amida Triad in the Form of Sacred Sanskrit Syllables. 
Japan. Kamakura period, 13th century. 

The Metropolitan Museum of Art, New York, The Harry 
G. C. Packard Collection of Asian Art. 1975, 1975.268.22 
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GYOKUEN BONPO (JAPAN CA. 1348-AF TER 1420) 
Orchids and Rock 


Signed Gyokuen..., sealed Gyokuen, Chisokuga and another seal 
Hanging scroll; ink on paper 
28% x 12% in. (72.6 x 34 cm.) 


$200,000-300,000 


ERT 1 


PROVENANCE: 


London Gallery, Tokyo, 23 Aug. 2004 


LITERATURE: 
Julia Meech, “David Scott Utterberg (1946—2019): A Very Private 
Collector” Impressions 42, Part Two of a Double Issue (2021) www. 


japaneseartsoc.org, pp. 77-99, fig. 19. 


Bonpo was an elite Zen monk of the first quarter of the fifteenth 
century. At some time between 1405 and 1409, he became abbot of 
the prestigious Kyoto monastery Ken’nin-ji. In 1413, he was made 
abbot of Nanzen-ji, the powerful Zen temple in the eastern hills 
of Kyoto. He was closely associated with the shogun Yoshimochi, 
who attended Bonpo's inaugural ceremony at Nanzen-j. The 
names of two Nanzen-ji subtemples—the Chisoku-ken and the 
Shorin-in—appear on two of Bonpo’s seals; he later retired to 
Toro-an, a subtemple he built within the grounds of Nanzen- 

ji. At age 72, in the spring of 1420, he was forced to leave 

Kyoto abruptly. He withdrew to a small temple in nearby Omi 
province (Shiga Prefecture) and was not heard from again. There 
is speculation that he ran afoul of the shogun on the political issue 
of ecclesiastical versus secular powers. He presumably died shortly 
thereafter. 








Bonpo was a highly respected poet, calligrapher and painter, 
renowned in his own day for his orchid paintings, although 

his known body of works is quite small—only about thirty are 
recorded, and they are thought to date from late in his life, around 
1400 to 1420. His persistent repetition of subject matter has been 
likened to a kind of spiritual discipline. There are examples of 
Bonpo’s orchids in the Brooklyn Museum, The Metropolitan 
Museum of Art, The Museum of Fine Arts, Boston, the Cleveland 
Museum of Art, Minneapolis Institute of Art and the Freer Gallery 
of Art. 


The Utterberg painting is anchored in one corner by a rocky 
formation with patches of moss, balanced by the artist’s inscription 
at the upper left. Several tall blades flare upward, gyrating through 
the shorter blades to create a sinuous and elegant composition that 
is perfectly balanced, like a floral arrangement. Bamboo leaves 

cap the composition at the upper right, and thorny brambles add 
texture at the lower left. Only a few tiny, fragile orchid blossoms 
appear. Orchids and rocks are cherished in literati lore as symbolic 
of the scholar’s purity of heart, loyalty, and integrity. Epidendrum 1s 
a wild variety of orchid that grows 1n East Asia, where it 1s admired 
for its sweet fragrance and ability to grow even in low-quality soil. 
For this reason, orchids are said to be like ideal gentlemen, whose 
scholarly pursuits stand them in good stead even when the going is 
rough. 


Bonpo paints with swift, impatient strokes that cut across the 
picture surface. One long, supple blade thrusts into the semi- 
cursive calligraphy of his inscription to integrate the two elements 
of his work. Bonpo is thought to have been directly influenced by 
his older contemporary, the 14th-century amateur orchid painter 
Tesshu Tokusai (d. 1366). Tesshu traveled to China, where he is 
sure to have seen the work of the Yuan-dynasty orchid painter, 
Xuechuang Puming (mid 14th c). By the time Bonpo takes up 
his brush, however, the realism of the Chinese model has been 
abandoned and the painting is more abstract and lyrical, with a 
distinctly Japanese graphic, linear pattern. 
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ANONYMOUS (JAPAN, DATED 1430) 

Tenjin Visiting China 

Hanging scroll; ink, color, gold and gold leaf on paper 
34% x 14% in. (88.3 x 36.5 cm.) 

Inscription by Yoka Shinko (?-1437) 


$200,000-250,000 


مرا[ تانر ترما 


PROVENANCE: 
Sylvan Barnet and William Burto, Cambridge, MA 
London Gallery, Tokyo 


LITERATURE: 

Yamashita Yuji, “Yoka Shinko San Toto Tenjin Zo” (A Tenjin 
Visiting China Painting Inscribed by Yoka Shinko), Kokka, no. 1100 
(1987), pp. 14-22 

London Gallery, Ltd., ed. Buddha’s Smile: Masterpieces of Japanese 
Buddhist Art. Exh cat. Tokyo: London Gallery, Ltd., 2000 

Yukio Lippit, “Tenjin Visiting China” in Gregory Levine and Yukio 
Lippit, Awakenings: Zen Figure Painting in Medieval Japan. Exh. cat. 
(New York: Japan Society, 2007) cat. no. 36, p. 126 

Julia Meech, “David Scott Utterberg (1946—2019): A Very Private 
Collector” Impressions 42, Part Two of a Double Issue (2021) www. 
Japaneseartsoc.org, pp. 77-99, fig. 12 








The following essay describing the Utterberg painting 1s by Yukio 
Lippit, Jeffrey T. Chambers and Andrea Okamura Professor of 
History of Art and Architecture at Harvard University. First 
published in the Japan Society catalogue Awakenings: Zen Figure 
Painting in Medieval Japan 1n 2007, it 1s republished here with 
permission of the author and of Japan Society, Inc., New York: 


The theme Tenjin Visiting China 1s one of the most complex 

and revealing subjects in the Chan/Zen figural canon. Tenjin, an 
indigenous Japanese kami (sacred spirit), was imagined by medieval 
Japanese communities to have visited the Chinese Chan master 
Wuzhun Shifan (1177—1249), becoming the recipient of his 
authentic dharma transmission. The painting Tenjin Visiting China 
seen here is one of many dozens of examples that depict the deity 
in accordance with this popular legend. Usually depicted against a 
blank background, Tenjin is dressed in Daoist robes, with his hands 
folded together and a flowering plum branch in his arms; a Chinese 
scholar's headgear and a shoulder bag complete the ensemble. 

The plum branch refers to a famous episode in Tenjin's legendary 
biography, while the bag is understood to hold the mantle (kesa) 
that the deity received from Wuhzun as a symbol of his dharma 
transmission. 


This iconography, which is found in the overwhelming majority 
of Tenjin Visiting China paintings, exhibits occasional variations. 
In Japan, professional painters of the Kano school tended to depict 
Tenjin with a slightly curving posture, his arms folded to one side; 
and monk-painters of the northeastern Kanto region (near present- 
day Tokyo) often portrayed the deity standing 1n three-quarter 
view, leaning slightly forward as 1f bowing. Professional Chinese 
painters of the Ningbo region, who produced examples of the 
paintings for members of Japanese diplomatic and trade missions, 
depicted Tenjin according to contemporary norms of Chinese 
portraiture, with sartorial additions such as ornate footwear and a 
long white sash; and in at least one example, Tenjin wears his kesa 
instead of keeping it in his bag. The most significant variation, 
however, is found in the version illustrated here: in a circular frame 
above Tenjin's head, the eleven-headed form of the bodhisattva 
Avalokiteshvara (C: Guanyin; J: Kannon) appears, seated in the 
lotus position. This painting 1s the only known example of this 
particular iconographic configuration. 


Eleven-headed Avalokiteshvara (J: Juichimen Kannon) represents 
one of many manifestations of the bodhisattva, and signifies here 
the "original" Buddhist counterpart (honjibutsu) of a local Japanese 
divinity (suijaku). By the late twelfth century, many Japanese kami 
had been linked to specific Buddhist deities in order to form a 
cohesive system of correspondences between the divinities of the 
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two pantheons. In principle, Japanese kami were unrepresentable, 
and had to be depicted in the guise of an assumed figure, such as 

a courtier or even a Buddhist deity. In the former case, the kami 
were often accompanied by figural depictions of their eternal 
Buddhist manifestations, which were typically painted 1n roundels 
above, as in Tenjin Visiting China. Such dual depictions are rare in 
Tenjin paintings. Examples include works in the Virginia Museum 
of Fine Arts and the monastery Toji (of the Shingon school) in 
Kyoto, both of which depict Tenjin as a seated Japanese courtier, 
accompanied above by Eleven-Headed Avalokiteshvara. Another 
example in the shrine Osaka Tenmangu depicts the Sanskrit “seed 
syllable" that symbolizes the bodhisattva above Tenjin. In addition, 
a late-fifteenth-century painting of Tenjin Visiting China includes 
a depiction of Eleven-Headed Avalokiteshvara as a small deity 
(kebutsu) in Tenjin’s headgear. The present version, however, 1s 
unique among extant works in portraying Tenjin as visualized in 
the Zen context accompanied by the bodhisattva in its roundel 
frame. 


The accompanying inscription follows the normal pattern of Zen 
commentary on this subject by describing the appearance of Tenjin 
and the legend surrounding his visit to China. After then casting 
suspicion on the plausibility of Tenjin’s continental sojourn, it 
attributes the unlikely dharma transmission to his miraculous 
powers. The inscription, dated the twelfth month of 1430, is signed 
by the monk Yoka Shinko (d. 1437) for a certain Nan’un Shinto, 

a fellow monk affiliated with the monastery Tofukuji. Close 
examination of Tenjin Visiting China reveals that the sections that 
bear the inscription, Eleven-Headed Avalokiteshvara, and Tenjin are 
all separate sheets of paper. The age and state of preservation of the 
sheets are indistinguishable, as is the painting style used for Tenjin 
and his Buddhist counterpart.; the inscription, furthermore, appears 
to acknowledge the presence of Eleven-Headed Avalokiteshvara 

in the work. Therefore, there 1s ample reason to believe that all 
sections were originally part of the same painting. 


Little is known about Yoka Shinko, other than the fact that he was 
appointed abbot of Tofukuji in 1428. Stylistically, Tenjin Visiting 
China closely accords with some dozen extant works inscribed 

by monks affiliated with Tofukuji, suggesting that these works 
were produced by semi-professional monk-painters based at the 
monastery. These monastic artisans would have been followers of 
Kichizan Mincho (1532-1431), believed to have been the painter 
most responsible for establishing the basic template and formal 
characteristics of pictorial representations of Tenjin Visiting China. 


(Reprinted from Awakenings: Zen Figure Painting in Medieval Japan, 
courtesy of Japan Society, Inc.). 
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IKKYU SOJUN (JAPAN, 1394-1481) 
Three Poems on Zen and Society's Decline, 1465 


Signed and dated Kansei rokunen gansei (1465, New Year's day) 
daito gosei seidenjun Ikkyu, sealed Ikkyu 

Hanging scroll; ink on paper 

12% x 201/4 in. (31.4 X $1.4 cm.) 

With a paper certificate of authentication (kiwame fuda) by 
Kohitsu Ryochu (1820-1891) 


$40,000-60,000 
— PRAISE AH 


PROVENANCE: 

Hara Sankei (1868-1939), Yokohama 
Hiraki Collection 

Setsu Gatodo, Tokyo, 8 Oct. 2001 


LITERATURE: 

Nakagawa Kazumasa, ed., Bokuseki Ikkyu Sojun (Calligraphy by 
Ikkyu Sojun) (Tokyo: Chuo Koronsha, 1986), no. 93 

Hirano Sojo and Terayama Tanchu, eds., Ikkyu Bokuseki (Ikkyu's 
calligraphy) (Tokyo: Shunjusha, 1997), no. 26 

Tayama Honan, ed., Zenrin Bokuseki shui — Nihonhen (Collection 
of calligraphies by Zen monks — Japan) (Tokyo: Zenrin Bokuseki 
kankokai,1977), no. 181 
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SOGA SOYO (JAPAN, ACT. 1550) 
Hawk perched on a branch 


Sealed Soyo 

Hanging scroll; ink and light color on paper 
33/5 x 17% in. (85.1 x 45.1 cm.) 

Inscription signed Ryugan-o and with two seals 


$60,000-80,000 
SARS NE 


PROVENANCE: 


Leighton R. Longhi, New York, 18 Sep. 1990 


LITERATURE: 
Leighton R. Longhi, Forty-five Years in Asian Art (New York: 
privately published, 2009), pl. 127 


Little was known about Soga Soyo in the limited records on the 
exceptional but diminished artist. Active until the mid-sixteenth 
century, Soyo favours a solitary life and keens on depicting hawks 
with power and tension constituted by a refined sensitivity to detail. 


The eighth-century Chronicles of Japan (Nihon shoki) states that 
the practice of hawking was introduced in the fourth century, after 
which it became an important seasonal activity at court. Since the 
Muromachi period (1392-1573), hawking was dominated by the 
warrior elite, who saw the bird of prey as a symbol of their own 
bravery and might. Imagery of hawks in their wild habitat, in cages 
or tethered to stands is prevalent on hanging scrolls, screens and 
sliding doors commissioned by the samurai elite. 





specs iane 2 
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BUNSHI GENSHO (JAPAN, 1555-1620) 
Daruma 


Signed Nanpo...., sealed Nanpo and two other seals 
Hanging scroll; ink on paper 
2976 x 13% in. (75.9 x 34 cm.) 


$40,000-60,000 
XGLIAER FEK 


PROVENANCE: 
Tokyo Gallery, London 
Leighton Longhi, New York, 19 March 1991 


LITERATURE: 


Japanese Paintings from the 15th- 19th century (London: Tokyo Gallery, 
1975), fig. 10 


Nanpo Bunshi (or Bunshi Gensho) was a Rinzai-sect Zen priest 


from Kyushu. 


"The Dharma is the truth that all natures are pure. By this 
truth, all appearances are empty. Defilement and attachment, 
subject and object don’t exist." 


-Bodhidharma 
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ANONYMOUS (JAPAN, 17TH CENTURY) 
Thirteen Buddhas 


Hanging scroll; ink and color on paper 
2174 X 078 in. (44% 23.2 cm.) 


8 10,000-15,000 
Ree FZR 
PROVENANCE: 


London Gallery, Tokyo 


A small and fragile scroll, probably in its original state, without 
remounting, shows Thirteen Buddhas, arranged in three vertical 
columns. It is a very early type of Otsu-e, folk paintings sold to 
travelers in the shops of Otsu, a town on the Tokaido highway 
near the southern tip of Lake Biwa, in Shiga Prefecture. A few 
other examples of this subject are known, but they are rare. Secular 





subjects—falconers, courtesans, demons—were popular in later 


years. 


A very similar example was published by Kiyoshi Yokoi, a partner 
and managing director at Mayuyama & Co., in his book, Early 
Otsu-e (Tokyo: Mayuyama & Co,, 1958), Pl. 2. Yokoi points out 
that most extant examples of Otsu-e are nineteenth century. One 
of the largest collections of Otsu-e is in the Minneapolis Institute of 
Art, a 1999 gift of Harriet and Edson Spencer, who acquired their 
first piece from Mr. Yokoi at the Mayuyama gallery in the arcade 
of the Imperial Hotel in Tokyo in 1960. 
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ISHIKAWA JOZAN (JAPAN, 1583-1672) 
Cranes Dance in Clouds over Millennium-old Trees 


Signed Gansenshi and sealed Gansenken and Sekio 
Hanging scroll; ink on paper 
45% x 8% in. (115.6 x 21.3 cm.) 


$ 15,000-20,000 


HILLU —frê 


PROVENANCE: 

Yoshiaki Shimizu 

Hiroshi Sugimoto, New York, 15 May 1988 

EXHIBITED: 

Yoshiaki Shimizu and John M. Rosenfield, Masters of Japanese 
Calligraphy: 8th-19th Century (New York: The Asia Society Galleries 
and Japan House Gallery, 1984), exh. cat. no. 112 
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ATTRIBUTED TO CHONG SON (KOREA, 1676-1759) 
Scholar on a boat in a landscape 


Signed Kyomjae and with illegible seal 
Hanging scroll; ink on silk 
1874 x 117% in. (46.4 x 30.2 cm.) 


$20,000-30,000 


Bebe ALAM 
PROVENANCE: 


Pierre Landy, French Ambassador to Korea 1971-1975 





Chong Son, one of the great artists of the Joseon dynasty (1392- 
1910), is known as the preminet painter of the new "true-view" 
landscape that emerged in the early eighteenth century. So-called 
true views imply that the artist was observing nature directly. 
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ATTRIBUTED TO CHONG SON (KOREA, 1676-1759) 
Scholar under tree 


Signed Kyomjae and with illegible seal 
Hanging scroll; ink on silk 
1874 x 117% in. (46.4 x 30.2 cm.) 


$20,000-30,000 


Be TA 

PROVENANCE: 

Pierre Landy, French Ambassador to Korea 1971-1975 

EXHIBITED: 

"Korean Days: Korean Art sth to 20th Century", Museum Altes 
Rathaus, Ingelheim am Rhein, 6 May-11 June 1984 

LITERATURE: 

Youngsook Pak, Korean Days: Korean Art 5th to 20th Century 
(Ingelheim am Rhein: 1984). paintings no.13. 


RASH | THE COLLECTION OF DAVID AND NAYDA UTTERBERG (Lors 1-20) 
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ATTRIBUTED TO KIM SIK (KOREA, 1579-1662) ATTRIBUTED TO YI JEONG (KOREA, 1541-1626) 
Water buffalo Bamboo Ambassador Roger Chambard had a lifetime affection 
Signed Soo rak ong sa Signed Taneun, sealed Seok Yang Jeong Jeong and curiosity for continents and cultures, including 
Hanging scroll; ink on silk Hanging scroll; ink on silk Africa, the Arab world and the Far East. He shared 
9% x 7% in. (24.1 x 18.1 cm.) 10% x 12% in. (26.7 x 32.1 cm.) his interests in history and archaeology with his 
acquaintances, the writers Henry de Monfreid and 

$20,000-30,000 $20,000-30,000 Joseph Kessel. His first post in Asia was in China 

5 ETER 4 in Hankou (Province of Hubei) from 1932 to 
BEE ۵ FEE ۹ 1938. Afterwards he was posted to the Middle East, 
PROVENANCE: PROVENANCE: returning to Asia in 1959 as French Ambassador to 
London Gallery, Tokyo, 17 Oct 1998 Roger Chambard (1904-1982), French South Korea. His interest and his knowledge of Asian 


Ambassador to Korea 1959-69 cultures as well as his popularity permitted him to stay 


for ten years in Seoul. 


ASE | THE COLLECTION OF DAVID AND NAYDA UTTERBERG (Lors 1-20) 
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CHIJUE DAOCHONG (CHINA, 1169-1250) 

Choyo Zu: Sewing by Early Light 

Signed Chijue Laozi, sealed Shamen Daochong 

Hanging scroll; ink on paper 

25% x 114 1n. (65 x 28.5 cm.) 

With accompanying letters by Gyokushu Soban (1600-1668), 
Tenshitsu Sojiku (1605-1667), Kano Juseki (1639-1718), Obaku 
Reikoku and Tayama Honan (1903-1980) 


$200,000-250,000 
ENCES Bal 
PROVENANCE: 


Matsushita Collection 
Setsu Gatodo, Tokyo, 22 Oct 2002 





LITERATURE: 


Tayama Honan, Zenrin Bokuseki Shui (Tokyo: Zenrin 
Bokuseki Kankokai, 1977). no.§5. 


Chijue Daochong (1170-1250) inscription, Shakyamuni 
Emerging from the Mountains. China, Southern Song Dynasty. 
The Cleveland Museum of Art, John L. Severance Fund, 1970.2 








TRASH | THE COLLECTION OF DAVID AND NAYDA UTTERBERG (Lors 1-20) 


Chijue Daochong (1170-1250) was one of the most eminent Chan 
Buddhist masters during the Song dynasty. He was a child prodigy, 
and yet failed to pass his civil service examinations after several 
attempts. He entered temple life in Sichuan, where he studied the 
sutra intensely to seek enlightenment. After wandering from temple 
to temple learning from various masters, he eventually became 
abbot of several important temples in southern China, including 
Lingyin Temple near Hangzhou. In his late years, the obligation 
for him to lecture and teach was so great that he often expressed a 
longing to retreat and retire to the mountains. An example of his 
extant calligraphy includes an inscription on Shakyamuni Emerging 
from the Mountains at the Cleveland Museum of Art. 


In the late Song dynasty, a monk mending his ragged robe in early 
morning light gained popularity as a subject in spiritual painting, 
conventionally paired with the depiction of a monk reading sutras 
by moonlight, as seen in examples at the Metropolitan Museum 
of Art and the Cleveland Museum of Art. The complementary 
imageries, perhaps displayed in the monks’ living quarters, remind 
the viewer of the important aspects of monastic life: it 15 through 
performing both physical and intellectual labor in one’s everyday 
activities that enlightenment could be attained. 


Chijue Daochong’s calligraphic inscription reads: 


Mending rips and tears, 


Fixing loose threads, 


The site of the "Renowned Taibai Mountain,” where Tiantong 
Temple was located, would correspond to a date no later than 
1244-45, when Chijue Daochong was summoned to Lingyin 
Temple. The Cleveland Shakyamuni scroll was also inscribed at 
Tiantong Temple, and is dated 1244. 


The identity of the monk-artist who painted the Utterberg scroll 
is unknown, although the writing of a Japanese collector on the 
wood boxes indicates that the painting was previously attributed 
to the monk-artist Fachang, also known as Muqi, active in the 
13th century. Here, sweeping ink washes define the contour of the 
monk's body in a “boneless” manner with rustic simplicity, while 
the monk's face and hands are rendered delicately with drier, exact 
brushstrokes. The sharpness of the needle stands out in striking 
contrast. This abbreviated, monochromatic mode of ink painting 
opens up the possibility of immediate and meditative artistic 
expression, and 15 often interpreted in light of Chan teachings. 


The robe is so ragged, one does not know where to begin. 


The needle appears golden in rays of the setting sun, 


Yet one must still squint. 


Old Monk Chijue, at the Renowned Taibai Mountain 





{RASA | THE COLLECTION OF DAVID AND NAYDA UTTERBERG (Lors 1-20) 
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ATTRIBUTED TO ZHANG JIZHI (CHINA, 1186-1266) 
Calligraphy - Graceful (yaotiao) 

Hanging scroll; ink on paper 

11 2x7 %in. (29 x 19.3 cm.) 

With a paper certificate of authentication (kiwame fuda) by Kohitsu 
Ryomimn (1645-1701) 


$100,000-150,000 


6 رح 


A devout Buddhist, the important calligrapher Zhang Jizhi (1186- 
1266) often wrote religious texts as an act of devotion. Born in 
Hezhou, present-day Anhui, into a family of high-ranking scholar- 
officials, he obtained his jinshi degree 1n the imperial examination 
and held various positions in civil services. At Tiantong Temple 
near Ningbo, China, he befriended disciples of the prominent Chan 
Buddhist monk Wuzhun Shifan (1178-1249). Deeply rooted in 

the styles of the Tang-dynasty masters and characterized by tight, 
disciplined structures and powerful brushstrokes, his calligraphy was 
particularly treasured by Zen monks in Japan, many of whom knew 
his work firsthand from their studies in China. Some extant works 
in Japan were originally sent by Wuzhun Shifan to his Japanese 
disciples who studied with him in China. His calligraphy, reading 
fangzhang, 'Abbot's Quarters’, now graces the Tofuku-j1 in Kyoto. 





Although Zhang Jizhi is renowned for his monumental writing in 
standard and running scripts, such as Song of Twin Pines in Standard 
Script at the Palace Museum in Beijing, and Excerpt from Song of 
Leyou Park at The Metropolitan Museum of Art in New York, his 
medium-sized calligraphy is often more delicate and fluid in nature. 
The inscription, yaotiao, refers to a quiet, virtuous grace that can be 
traced to one of the earliest poems in the Book of Songs: 


Modest and graceful is the gentle beauty, 


For a gentleman what a good mate she is. 


Here, the balanced and square form of the calligraphy is reminiscent 
of the writing of Yan Zhenqing and Huang Tingjian. The 
brushwork is confident and forceful, boldly contrasting thick and 
thin strokes to create a strong sense of visual drama. 


The present work, attributed to Zhang Jizhi, was remounted and 
preserved in Japan, where his handwriting was often found in 
fragments. The two characters in the Utterberg scroll, arranged 
vertically, were likely carefully put together by previous Japanese 
collectors. 








EARR | THE COLLECTION OF DAVID AND NAYDA UTTERBERG (Lors 1-20) 
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CHUSHI FANQI (CHINA, 1296-1370) 
Calligraphy - Farewell 


Signed Chushi Daoren Fanqi, sealed Chushi 
Hanging scroll; ink on paper 

1075 x 24%4 in. (27.6 x 61.5 cm.) 

With a box inscriped and dated 1975 by Tayama 
Honan (1903-1980) 


$180,000-250,000 
AE AERE BS) 
PROVENANCE: 


Sano Collection 
Jintsu Seigando, Tokyo, 22 Oct. 2002 


LITERATURE: 
Tayama Honan, Zenrin Bokuseki Shui (Tokyo: 
Zenrin Bokuseki Kankokai, 1977). no.125. 


One of the most eloquent poets and virtuoso 
calligraphers of the Yuan dynasty, the Chan master 
Chushi Fanqi (1296-1370) was orphaned at a 
young age. He began living in a monastery where 
he became a novice at the age of nine. In his 
youth, he encountered the calligrapher, painter and 
scholar Zhao Mengfu (1254-1322), one of the most 
influential figures in the history of Chinese art, who 
was greatly impressed by his gift for calligraphy. 
Chushi Fanqi studied calligraphy with the revered 
calligrapher and with his support, he was ordained 
as a monk at the age of sixteen. A disciple of the 
master Yuansou Xingduan (1255-1341), Chushi 
Fanqi was summoned by imperial decree to travel 
to the capital to assist 1n the writing and copying 
of Buddhist canons. Throughout his life serving as 
abbot of important temples 1n China, his friendship 
with Zhao Mengfu fostered a life-long affinity with 
the arts. 





The present calligraphy contains a farewell poem 


The exact dates of Kanchu Genshi's sojourn in China are unknown, although it has been 


DOM Cah agony Long has he served as attendant to great masters at the temple,‏ ی 


monk Kanchu Genshi (1346-1428) before Genshi suggested that existing references in the anthology of Chushi Fanqi's writing date to 
set sail homeward to Japan. In the poem, Chushi His thoughts are now with the ship J apan-bound. the late 1360s. Chushi Fanqi often extolled the virtue, sincerity and wisdom of Kanchu 

۱ "e ; Genshi, which served as a testament to the close friendship between the master and the 
Fanqi eulogizes that after an extended stay at the Has Bodhidharma ever visited China, W | pee 
Zhongtianzhu Temple, near Hangzhou, the young young monk. The Utterberg work is a fine example of Chushi Fanqi’s mature calligraphy, 


Japanese monk longed to return home: And Shenguang [Huike], India? marked by a sharp, angular brushwork that conveys a sense of daring vitality. 


VARIOUS PROPERTIES 
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ISHIDA YUTEI (1721-1786) 

Pine, Plum and Bamboo with a Multitude of Birds 


Each signed Hokkyo Yuteisai hitsu, sealed Gishudo and Morinao 
Pair of six-panel screens; ink, color, gold and gold leaf on 
paper 

6174 x 141% 1n. (155.6 x 360 cm.) each (2) 


$40,000-60,000 
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Bamboo, pine and plum are auspicious emblems of the New Year, 
while paired cranes and mandarin ducks, as well as the countless 
other paired birds seen here—egrets, geese, pheasants among 
others—suggest this festive, sumptuous work in polychrome and 
gold might have been a wedding commission. The feathered flock 
conveys a joyous cacophony dear to the hearts of bird watchers. 


Cranes mate for life and thus symbolize happy marriage and blissful 
family life, which is why they were more commonly represented 
on wedding garments and dowry objects than any other animal 
motif. Shown here are a pair of familiar Manchurian cranes (Grus 
japonensis), which have tall, stately, white-feathered bodies with 

a crest of red feathers. The family theme 15 strengthened by the 
charming detail of a nest with baby chicks in the hollow knot of 
the pine tree; the chicks open their beaks to receive delivery of a 
tasty worm. 


Ishida Yutei's work is rare. Screens by this artist featuring a 
multitude of cranes are in the John C. Weber Collection, New 
York (fig.1), and the Mary Griggs Burke Collection in the 
Minneapolis Institute of Art (2015.79.73.1, 2). A third pair of 
screens, in the Shizuoka Prefectural Museum of Art, includes 
forty-six cranes. Yutei was a Kyoto artist who trained in the 
traditional Kano school methods with Tsuruzawa Tangei (1688— 
1769). Here, he draws on the monumentality and stylization 
associated with Kano painting—the massive pine tree—but his 
interest in naturalism presages the work of his foremost student, 
Maruyama Okyo (1733-1795), the famous and influential champion 
of Western-influenced naturalism in Japan during the 18th century. 


Yutei received commissions from the imperial court and around 
the year 1767 was awarded the honorary title of Bridge of the Law 


(hokkyo), as seen in the signature on these screens. 


Ishida Yutei, Flock of Cranes, 1764-84. 
Pair of six-panel folding screens; ink, color 
gold and gold leaf on paper. John C. Weber 
Collection. Photo: John Bigelow Taylor 





23 


NAGASAWA ROSETSU (1754-1799) 
Animals, landscapes and figures 


Signed Heian Rosetsu sha or Rosetsu sha, and sealed Gyo 
Twelve paintings mounted as a pair of six-panel screens; ink 
and slight color on paper 

Inner panels 52 x 22 in. (132.1 x 55.9 cm.); first and sixth 
outer panels 52 x 20% in. (132 x 53 cm.) approx. (2) 


$40,000-60,000 








Rosetsu, along with Soga Shohaku and Ito Jakuchu, was at the 
cutting edge of his times. The three were known as the "Three 
Eccentrics," which meant painting in a highly individualistic 
manner, but was also related to character. Rosetsu, for example, was 
known as something of an argumentative hothead and his behavior 
and excessive drinking are part of the background that adds to the 
enjoyment of his pictures. 


The son of a low-ranking samurai, he decided early on to study 
with Maruyama Okyo in Kyoto, but soon opened his own studio, 
discarded his teacher’s careful realism, and went on to become 

a pioneer of modernist expressionism. He died on an outing to 
Osaka at the age of only forty-six—some say an envious rival put 
poison in his boxed lunch. Others tell of him slitting his throat 
due to financial troubles. What is certain is that he was unusually 
confident and relished novelty, with a streak of vulgarity. He was 
quick-witted, versatile and had exceptional technical skill. 


Rosetsu creates mischievous, comical birds and beasts with 
attitude and character. They seem to wink at us. The subject of 
monkey and moon is a venerable Zen theme reaching back to the 
Muromachi period: the unenlightened monkey often reaches out 
for the moon, symbol of enlightenment. However, this monkey 
may have other things on its mind. The pale-gray ink ground 
painted around areas of white paper such as the moon and the 
monkey is the result of mixing animal glue with the ink. 


The wet ink wash defining the flattened rock with crushing wave 
is very similar to the hills in Rosetsu’s Red Cliff screens in the Nezu 
Museum, Tokyo. The screens offered here date from the late 1790s. 
By around 1798, the artist abbreviates, and almost eliminates, the 
third stroke in the grass radical that sits on top of “Ro” (I&) in his 
signature. 
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ATTRIBUTED TO SESONJI YUKIYOSHI (1179-1255?) 


Complete set of the Wakan roeishu (Collection of Japanese 
and Chinese Poems to Sing) 


Pair of handscrolls; ink on paper 

11% x 610% in. (29.5 x 1565 cm.) and 11% x 670 in. (29.5 x 1702 
cm.) 

Second scroll with a colophon by Kohitsu Ryosa (1572-1662) 
authenitificating the work, with crystal scroll ends (2) 


$60,000-80,000 


PROVENANCE: 
Japanese Private Collection 


Courtiers of Heian Japan (794-1185) enjoyed singing poetry to 
musical accompaniment. The most popular source of poems was 
the bilingual anthology known as the Wakan roei shu (Japanese 
and Chinese poems to sing). Compiled in the eleventh century 
by the preeminent poet and critic Fujiwara no Kinto (966-1041), 
it contains over eight hundred Chinese poems by Chinese poets, 
Chinese poems by Japanese courtiers, and Japanese poems (waka). 
For centuries these short, evocative poems were memorized 

and sung at court, into lovers' ears, or at moments when spoken 
words were inadequate to express an emotion. 


As Ann Yonemura of the Freer/Sackler Gallery has written, 
"for the calligrapher, the text of the Wakan roei shu, which 
alternates frequently between sequences of Chinese characters 
and Japanese kana, 1s particularly challenging, like a musical 
score that demands a high level of technical skill and virtuosity 
for performance. The close juxtaposition of poems written in 
substantial and structurally stable Chinese characters to waka 
verses written in slender, insubstantial lines of kana demands 
of the calligraphers a parallel and articulate mastery of both 
calligraphic modes." (Yonemura, "The Art of Calligraphy and 
the Wakan roei shu" in Rimer and Chaves, op. cit., p. 263) 
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KANO SANSETSU (1589-1651) 


Tiger and dragon For a triptych with similar paintings, see Kanoo Sansetsu: 


senkyo eno izanai (Kano Sansetsu: Invitation to the 
fairyland), exh. cat. (Nara: Yamato Bunkakan, 1986), pls. 
20 and 28. 


Signed Kanoshi ruisei Sansetsu or Sansetsu, sealed Sansetsu or 
Togenshi 

Pair of hanging scrolls; ink on paper 

5156 2 23 1n. (131.1 x 58.4 cm.) each (2) 


$8,000-12,000 
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NAGASAWA ROSETSU (1754-1799) 
Drinking Festival of the Eight Immortals 


Signed Rosetsu sha, sealed Nagasawa and Gyo 
Hanging scroll; ink and slight color on paper 
S04 x 23 1n. (127.6 x $8.4 cm.) 


$7,000-9,000 


PROVENANCE: 
Viscount Naito Family 


LITERATURE: 

Tokyo Byutsu Club, Naito shishakuke uritate 
(Catalogue of collection of the Viscoun Naito 
family) (Tokyo: Tokyo Byutsu Club, 1918), no. 52 


A painting by Rosetsu featuring a similar subject 
is in the Mary Griggs Burke Collection in the 
Metropolitan Museum of Art (2015.300.204). 
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ITO JAKUCHU (1716-1800) 

Leaping Carp 

Sealed To Jokin in, Jakuchu koji and senga zeppitsu 
Hanging scroll; ink on paper 

43%4 x 17/4 in. (111.1 x 43.8 cm.) 


$40,000-60,000 


EXHIBITED: 

"Jakuchu no Kyoto Kyoto no Jakuchu: seitan 300 nen" 
(Jakuchu's Kyoto, Kyoto's Jakuchu: 300th anniversary), 
Kyoto City Museum of Art, Kyoto, 4 October-4 
December, 2016 
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ITO JAKUCHU (1716-1800) 
Takuhatsu (Mendicant Priests) 


Signed Beito-o gyonen nanaju nana sai ga, sealed Fuji jjokin in 
and Jakucu koji 

Hanging scroll; ink on paper 

45% x 12 in. (115.3 x 30.5 cm.) 


$30,000-40,000 


Jakuchu was the head of a wholesale shop in the 
greengrocers district of Kyoto for seventeen years, but he 
was by nature introverted and reclusive. In his thirties he 
became interested in Zen Buddhism, and the experience 
shaped his subsequent life. A close friend was the chief 
abbot of Shokokuji, one of the five great Zen temples of 
Kyoto. Around 1760, when Jakuchu was at the peak of 
his powers, he was working on his masterpiece, the set of 
thirty large, colorful hanging scrolls known as Doshiku 
sai-e (Colorful Realm of Living Beings), which he 
presented as a gift to Shokokuji. But at the same time he 
was producing paintings that relied on expressive means 
other than color. 


There 1s another, very similar painting of mendicant 
priests by Jakuchu, painted in 1795; see Tsuji Nobuo, 
Jakuchu to Buson / Seitan sanbyakunen: onaidoshi no tensai- 
eshi (Celebrating Two Contemporary Geniuses: Jakuchu 
and Buson) (Tokyo: Suntory Museum of Art and Miho 
Museum, 2015), no. 219. 
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STUDIO OF TAWARAYA SOTATSU (17TH CENTURY) 
Shamo (Fighting rooster) 


Bearing the seal of Inen 
Hanging scroll; ink and light color on paper 
46 x 19 in. (116.8 x 48.3 cm.) 


$30,000-40,000 


PROVENANCE: 
Viscount Maeda and 11 Family Collection, Tokyo Art Club, Tokyo, 
8 December 1919, lot 110 


LITERATURE: 
Yuzo Yamane, ed., Rinpa kaiga zenshu: Sotatsu 2 (Paintings of Rinpa: 
Sotatsu 2) (Tokyo: Nihon Keizai Shinbunsha, 1978). cat. no. 159. 
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SAKAI HOITSU (1761-1829) 
Cat 


Sealed Hoitsu; inscription dated Mizunoeinu no haru shogatsu juyokka 
(Janurary 14 of 1802), signed Bosai kanjin dai, sealed Okoru andd two 
seals 

Hanging scroll; ink and light color on paper 

22783 11 ع‎ in, (36.8 x29.2 cm.) 

With a wood box, inscribed by Ikeda Koson (1803-1866), painted by 
Yagisawa Matsumine, Ryokudo Masanobu and Nozawa Teiu (1837- 


1917) 


$20,000-30,000 


EXHIBITED: 
"Sakai Hoitsu to Edo Rinpa no zenbo" (Sakai Hoitsu and the Full 
Look of Edo Rinpa), exhibited at the following venues: 


Himeji City Museum of Art, Hyogo Prefecture, 30 August-2 
October, 2011 

Chiba City Museum of Art, Chiba Prefecture, 10 October-13 
November, 2011 

Hosomi Museum, Kyoto, 10 April-13 May, 2012 


LITERATURE: 
Sakai Hoitsu to Edo Rinpa no zenbo (Sakai Hoitsu and the Full Look of 
Edo Rinpa) (Tokyo: Kyuryudo, 2011). exh. cat. no.119. 


* 
3 





^ 


pre. وه‎ uà. 





3۳ 


f 


۳0 i 
7 V 


= 


i 1 Te 2 QN - a i fey BEE ۳ - 


zt 


€ 
* * "e CUN 
1 ^ 1 I m 
` 4 >- ite Sm هدس‎ ۲ 
4 " i he d Fu 
بلس‎ 
à " 
j Tg i 
و‎ 1 0 
d 
+ 
P 
TNI! 
-" 
۰ 
a 
۱ + e 
7 و‎ 
m a 
T 
Ji > 
i r 1 
0 
۳ T ^ i . 


31 


SAKAI HOITSU (1761-1829) 
Benzaiten 


Sealed Hoitsu shi 

Hanging scroll; ink, color, gold and silver on silk 

3215 x 14% in. (82.6 x 37.1 cm.) 

With wood box authentication by Tanaka Hoji (1812-1885) 
and Sakai Doitsu (1845-1913) 


$15,000-25,000 


Hoitsu was a versatile artist and is best known for his revival 
of the art of Ogata Korin (1658—1716), but he painted a 
number of full-color Buddhist images. At the age of thirty- 
six, he took Buddhist vows at the temple Tsukiji Hongan-ji 
in Edo (modern Tokyo), becoming a lay priest. Hoitsu was 
a devotee of the goddess Benzaiten and apparently based 
this painting on an image in the Tsurugaoka Hachimangu 
Srhrine in Kamakura. For his very similar painting of 
Willow-Branch Kannon in ink, color and gold leaf on silk, also 
in shades of green and blue, in The Metropolitan Museum 
of Art, New York (2019.419.2), see Richard Fishbein, 
“Collecting Kannon,” Impressions 35 (2014), pp. 176-79 


(ww'w.Japaneseartsoc.org). 


Sakai Hoitsu (1761-1828). Willow-Branch Kannon. Japan. Edo 
period, Circa 1810. The Metropolitan Museum of Art, New 
York, Fishbein-Bender Collection, Gift of T. Richard Fishbein 
and Estelle P. Bender, accession number 2019.419.2 
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SUZUKI KIITSU (1796-1858) 
Persimmon and moon 
Signed Seisei Kiitsu and sealed Teihakushi 


Hanging scroll; ink, color and gold on silk 
34/5 x 13% in. (87.6 x 34.6 cm.) 


$4,000-6,000 


The love of nature runs through all of Japanese art and literature, 
and for the painter and poet 1t 1s the passing of the seasons that 
evokes the strongest emotions. When the witty tenth-century 
court lady Sei Shonagon wrote her Pillow Book, a wonderful 
compilation of anecdotes and observations, she listed the following 
under the heading "Things That Do Not Linger for a Moment": 


A boat with hoisted sails. 
People's age. 
The Four Seasons. 


The seasons are by no means of equal interest, however. Summer 
in Japan is uncomfortably hot and muggy, and winter is dreary and 
cold. Spring, represented here by a camellia and fern shoots, and 
autumn are traditionally the most meaningful. 


Kiitsu is a master of puddled ink, or tarashikomi, which he uses to 
create a sensuous texture in the leaves and tree trunk. 


1. The Pillow Book of Sei Shonagon, trans. and ed. Ivan Morris 
(London: Oxford University Press, 1967), p. 210. 




















Sakai Hoitsu (1761-1828). Persimmon Tree. Japan. Edo 
period, Circa 1810. The Metropolitan Museum of Art, 
New York, Rogers Fund, 1957, accession number 57.156.3 
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NAKAMURA HOCHU (D. 1819) 
Three Wise Monkeys 


Signed Hochu and sealed 
Hanging scroll; ink on silk 
21% x 12% in. (55.6 x 31.8 cm.) 


$3,000-4,000 








SUZUKI SEIICHI (?-1882) 
Fruits, fish and insects 


Each signed Seiichi hitsu, sealed Seiseishi or another seal 
Set of four album leaves; ink, color and gold on silk 
۸174 x 12% in. (28.6 x 31.8 cm.) each 


$4,000-6,000 


(4) 
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SHIBATA ZESHIN (1807-1891) 
Cat and Silver Vine 


Signed and sealed Zeshin 

Hanging scroll; ink, lacquer and gold on paper 

11 x 9% 1n. (27.9 x 24.8 cm.) 

With a wood box titled Urushi-e matatabi no zu (Lacuger painting, 
Cat and silver vine) with an illegible seal on the lid, authenticated 
by Shibata Shinsai (1858-1895), the second son of Zeshin, on 
reverse 


$20,000-30,000 


EXHIBITED: 
"Zeshin: Shibata Zeshin no shikko, urushi-e, kaiga", Nezu 
Museum, Tokyo, 1 November-16 December 2012 


LITERATURE: 

Zeshin: Shibata Zeshin no shikko, urushi-e, kaiga (Zeshin: Shibata 
Zeshin's lacquerworks, lacuger paintings and paintings) (Tokyo: 
Nezu Museum, 2012), cat. no. 119. 


The long-lived lacquer artist Shibata Zeshin (1807-1891) was 
one of the elite group of craftsmen schooled in the fashions 


of the Edo period who made the great leap from the dictates 
of the feudal society into the Age of Enlightenment and 
Westernization in Japan in the Meiji era (1868 -1912). He was 
apprenticed at the age of eleven to the great inro artist Koma 
Kansai II (1767-1835) from whom he learned the traditional 
techniques of makie. He developed the technique of using 
lacquer as a painting medium which gives an impression of 
richness and three-dimensionality. The lacquer painting of 
Grasshopper in the collection of Metropolitan Museum, shows 
Zeshin’s skillful brushwork and various texture with lacquer 


(fig. 1.) 


In 1891 Zeshin was appointed a Teishitsu Gigei-In [Imperial 
Artist], and became a professor of the University of Fine Arts 
in Tokyo together with his fellow Imperial Artist Kano Natsuo 
(1828-1898). 





Fig.1 Shibata Zeshin (1807-1891), Lacquer 
Paintings of Various Subjects: Grasshopper 
on Gourd Vine. Japan. Meiji Period, c. 1882. 
The Metropolitan Museum of Art, New York, 
The Howard Mansfield Collection, Purchase, 
Rogers Fund, 1936, 36.100.105. 





NIHONGA 


MODERNIST “JAPANESE STYLE PAINTING” 


A group of five paintings from the 1920s and 1930s, the early Showa period, 
by five different artists born in the Meiji period, spans the gamut of the 

new look of Nihonga (lots 36-40). There are Chinese sages, reflecting 
Japan’s long love affair with China; lyrical landscapes featuring beloved 
local scenery; a close, almost portrait-like presentation of birds; and even a 
fashionable young woman in modern dress—a school uniform. Although 
many Japanese artists, often trained in the West, were now producing oil 
paintings, these five prefer traditional themes and aesthetics, as well as 
traditional materials, techniques and formats—hanging scrolls and folding 
screens. 


These Nihonga paintings do incorporate realistic Western perspective and 
shading but are immediately distinguished by extreme delicacy and an 
elegant sophistication in a Japanese idiom. Several are also enormous in 
scale, reaching eight to nine feet. Why? All were likely made for juried, 
government-sponsored exhibitions, and three were purchased directly from 
the artist or exhibition by the most prominent art patron and collector of 
that era, the Tokyo businessman Hosokawa Rikizo. Hosokawa owned at 
least thirty paintings by Tateishi Harumi, for example, some of them now 
in the Museum of Fine Arts, Boston (lot 40.) 


Hosokawa came to Tokyo in 1897 to open a bathhouse, but by the late 
1920s he expanded, opening a high-class restaurant, the Gajoen, in the 
Meguro district of Tokyo and then adding an annex; eventually it became 
an enormous wedding complex famed for its extravagant and exotic 
interiors. Much of Hosokawa's huge collection of twentieth-century 
paintings, stored in Meguro Gajoen Museum, was released onto the art 
market some twenty years ago. 


Several recent publications explore early Showa-period painting in more 
depth: John W. Dower, Anne Nishimura Morse, Jacqueline M. Atkins and 
Frederic A. Sharf, The Brittle Decade: Visualizing Japan in the 1930s (Museum 
of Fine Arts, Boston, 2012) and Kendall H. Brown et al., Taisho Chic: 
Japanese Modernity, Nostalgia and Deco (Honolulu Academy of Arts, 2002). 
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IMANAKA SOYU (1886-1959) 
Chomonkyo (Chomon Gorge) 


Signed Soyu and sealed Sokoken Shujin 
Ink, color and gold on silk; framed 
AA Ys x 717810. 4112. X 151.0 Cm.) 


$20,000-30,000 


PROVENANCE: 
Hosokawa Rikizo Collection 
Meguro Gajoen Museum of Art, Tokyo 


Chomon Gorge 1s a highly scenic portion 

of the Abu River in Yamaguchi Prefecture, 
punctuated by steep cliffs, deep pools, rapids 
and waterfalls. Up to the end of the 19th 
century, its isolation and inaccessibility 
restricted knowledge of its existence to 
woodcutters and hunters from local villages. 
The first record of its presence was made 
when a General Staff Office surveying 
expedition mapped the area 1n 1899. By 1908 
photographs of the gorge began to circulate, 
and the area began to draw painters and 
sightseeing expeditions. By 1923 Chomon 
Gorge was named a “Famous Site and Natural 
Monument" by the Japanese government. 
Imanaka Soyu painted a series of studies 

of the gorge in 1925 and 1926. The high 
level of detail and the execution of different 
perspectives from painting to painting suggest 
that Soyu visited the site and made at least the 
initial under drawings from life. 


Imanaka Soyu was born the son of a wealthy 
farmer in Fukuoka Prefecture. He began 
studying painting 1n Hakata under Ueda 
Tekko, then in 1905 moved to Tokyo to 
further his painting studies with Kawai 
Gyokudo. Soyu's work was first accepted at a 
government sponsored exhibition at the 2nd 
Bunten in 1908. In 1914 he again showed a 


painting at the 8th Bunten, and in the following 
year received a prize at the 9th Bunten. His 
submissions were also accepted at the 11th and 
12th Bunten in 1917 and 1918, and at the 2nd 
Teiten in 1920. Between 1927 and 1934, Soyu’s 
paintings were accepted at the Teiten six times. 
He showed a painting at the 2nd Shotoku Taishi 
Hosan Art Exhibition in 1930 as well. After a 
long absence from the government sponsored 
exhibitions, he showed a painting at the sth 
Shin-Bunten in 1942, with the honorary mukansa 
or non-vetted artist status. In the years before the 
Pacific War, Soyu painted many commissions for 
the Imperial Family, as well as for temples and 
shrines. Following the war, he participated in the 
sth Nitten in 1949. 


Soyu painted three images of Chomon Gorge in 
1925 and 1926, and all represent impressions of 
light and color. The paintings reveal a fascination 
with the reflections of sunlight off of rocks, sand 
and water, the way it clouds in misting water or 
filters into banks of green vegetation. A stylized 
abstraction marks the treatment of the rocks and 
bushes, details dissolving into expanses of color 
and suggestions of form. The basaltic rocks seem 
almost cubist, and a flowing pointillism flecks 
the greenery. Broad washes of color framed 

by geometries of rock mark these powerful 
compositions. 
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TANAKA RAISHO (1868-1940) 
Deep Ravine Waterfall 


Signed Raisho and sealed Raisho 
Hanging scroll; ink and color on silk 
8874 x 43% in. (224 x 111.4 cm.) 


$20,000-30,000 


PROVENANCE: 

Hosokawa Rikizo Collection 

Meguro Gajoen Museum of Art, Tokyo 

EXHIBITED: 

"8th Art Exhibition by Imperial Academy of Fine Arts" (Teiten), 
Imperial Academy of Fine Arts, Tokyo, 16 October-20 November, 
19277 


Born in Shimane Prefecture, Tanaka Raisho studied painting 
under Mori Kansai. In 1902 he moved to Tokyo to study under 
Kawabata Gyokusho. His work won a number of awards in 

the Nihon Byutsu Kyokai Exhibitions (Japan Art Association). 
Raisho served as a juror for the Tatsumi Gakai, a counselor for the 
Nihongakai, and an instructor at the Kawabata Painting School 
(Kawabata Gagakko). He won third prize at the 1907 Tokyo 
Kangyo Hakurankai (Tokyo Industrial Exhibition), and the same 
year, on the occasion of the Bunten’s establishment, he participated 
as Secretary in the formation of the Seiha Doshikai. By this time 
he was already a major figure in Tokyo painting circles. His first 
submission to the Bunten came the following year in 1908, when 
he took a third place prize. He also exhibited works in 1909, and 
in 1912 - 1914, winning third place prizes for each. In 1915 his 
Bunten painting took second place, and in 1916 and 1917 he took 
the highest honors successively. He was thus astonishingly active in 
the field of landscape painting, his specialty. 


With the initiation of the Teiten, Raisho became a nominated artist 
(1919) and a committee member of the Teiten in 1924. He had 

a piece accepted to the first Shotoku Taishi Hosan Exhibition in 
1926, and in 1935 participated in the Dai Ichibukai in the Teiten 
Reorganization (Teiten Kaiso). After the Great Kanto earthquake 
he moved to Hiroshima, where he died in 1940 at the age of 71. 


With Deep Ravine Waterfall, Tanaka Raisho centers the summer 
composition on three Chinese sages conversing with fishermen 

in boats. Behind them the falls cascade into mist, gilded with 
sunlight. A warm shaft of light illuminates the figures on the 
bridge and glances across those on the water, where a literatus 

and his servant make sencha tea in the background. Delicate ferns, 
grasses, flowering vines and lichens cover the finely shaded rock 
walls. Raisho carefully details the bamboo mats, rattan creels and 
hats, the graceful folds of the pastel clothing, even the scales on the 
proffered fish. Lapis blue edges the shadowed crevices and tints the 
river. Malachite tinted leaves hang above the cliffs, balanced by the 
shadowed greens on the rocks below. The painting glows with a 
refined optimism, and represents the flowering of the sencha tradition 
in the early decades of the 20th century. 


Originally this painting was paired with another depicting larger 
falls cascading into mists. Rather than form a continuous scene 
these two paintings echoed each other, the left painting viewing 
distant falls devoid of human references while the right focused on 
an individual scale. A black and white image of the pair together in 
the Nittenshi is referenced above. 
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KOBAYASHI SHUNSHO (1888 -?) 
Coastal Landscape 


Each signed Shunsho, sealed Shunsho and Kobayashi Ume in 
Pair of six-panel screens; ink, gofun and color on paper 
64% x 145 1n. (164.1 x 368.3 cm.) each (2) 


$30,000-40,000 


PROVENANCE: 
Hosokawa Rikizo Collection 
Meguro Gajoen Museum of Art, Tokyo 


Kobayashi Shunsho studied painting in Kyoto under 
Yamamoto Shunkyo. He was first accepted into the 
government-sponsored exhibitions with the 9th Bunten in 
1915, when his landscape entry won a prize. Shunsho also 
exhibited at the 4th Teiten in 1922 and the 10th Teiten in 
1929. Both of the latter paintings depict country houses in 
bleak landscapes. 


Shunsho composes this idyllic, summer landscape around 

a circular bay. White surf echoes white sand; billowing 
white clouds define the remote horizon of sea and sky; grass 
blows under the pines almost at our feet, pale green on the 
islet and surrounding hills. A haystack rock rises out of the 
distant surf, balanced by two groups of pines framing the 
composition in the foreground. Rocks and sand curl around 
to the island, while on the right, barely seen through the 
pines, a small dirt road wanders towards boats drying on the 
sand. Beyond, three indigo-clad figures walk the road to a 
fishing hamlet nestled beneath soaring hills, as mountains 
recede towards the horizon. 
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KAWABE KADO (1893-1962) 
Doves 


Signed Taisho hinoetora harujitsu Kado ga and sealed Kado 
Two-panel screen; ink, color, gofun and gold on paper 
63% x 67% in. (161.5 x 172.1 cm.) 


$10,000-20,000 


PROVENANCE: 
Hosokawa Rikizo Collection 
Meguro Gajoen Museum of Art, Tokyo 


Born in Kyoto, Kawabe Kado graduated from the Kyoto 
Municipal Special School of Painting. He was a pupil of 
Kikuchi Keigetsu, and an exhibitor at the Bunten, Teiten, 
Shin-Bunten and Nitten. Kado employs a startling pointillist 
technique extensively in this painting to render the sand, upper 
ground, lichens and mounded ground covers. Gofun in raised 
work details the feathers of the doves, portions of the rocks, and 
some of the vegetation. For emphasis mica is mixed into some 
of the pigments, and washes of gold warm the surfaces of rocks. 
The angular treatment of these echoes a cubist sensibility. 


A screen by Akita Senkyo with a very similar scene of doves 
on a garden basin was exhibited at the Teiten in 1928, and is 
illustrated in Nittenshi, Vol. 8, p. 278, no. 5. This suggests that 
Kado may have exhibited this screen earlier, perhaps in 1926 or 


1025. 


European pointillism may have influenced Kado, though the 
technique is perfectly incorporated here into the vocabulary of 
Nihonga painting. 
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TATEISHI HARUMI (1908-1994) 
Shirazake (White sake) 


Sealed Harumi 
Hanging scroll; ink, color and gold on paper 
68% x 40 1n. (174.9 x 101.6 cm.) 


$20,000-30,000 


PROVENANCE: 
Hosokawa Rikizo Collection 
Meguro Gajoen Museum of Art, Tokyo 


EXHIBITED: 
"Nihongakai exhibition", Tokyo, 1937 

" ateishi Harumi ten - nihonsaigo no byingaka" (Tateishi Harumi - 
The last artist for paintings of Japanese beauties), Saga Prefectural Art 
Museum and Sogo Museum, Chiba, 1999 


LITERATURE: 

Tateishi Harumi ten - nihonsaigo no bijingaka (Tateishi Harumi - The 
last artist for paintings of Japanese beauties) (Tokyo: Mainichi 
shinbunsha, 1999), exh. cat. no. 7. 


Shirozake portrays a lovely girl on the margin of adulthood. Her 
lone figure fills the center of the painting, kneeling with a quiet 
poise that acknowledges the formality of the moment. The strong 
composition 1s supported by the restrained use of color: the black 
of her hair and lacquer dish, the bold blue and red of her dress, 
the glowing flesh tones. We know the day from a glance at the 
pastel Hina Sembei or Girl's Day sweets on folded white paper 
before her. She faces a light beyond the edge of the painting, and 
Harumi renders the shadows with a fine scatter of gold and sumi 
ink. Deeper and softer blues in the velvety rendering of the dress 
reveal the same play of light, and contrast with the glowing tones 
of her hands and face. The subject of this painting 1s one of two 
sisters depicted in Harumi's painting Clover, exhibited at the 15th 
Teiten in 1934 and now in the collection of the Museum of Fine 
Arts, Boston. 


Harumi was born in Saga Prefecture. After moving to Tokyo in 
1927 at the age of 19 he first studied Western-style oil painting 
(yoga) with Kajrwara Kango (1887-1958). Subsequently he entered 
the atelier of the Nihonga, or Japanese-style painter Ito Shinsui 
(1898-1972). In 1931, his painting "Shukujo" (Elegant ladies) (sold 
in these Rooms, 22 September, 2005, lot 201) was accepted for 
the 12th Teiten and won a prize. He 1s considered to be one of the 
major figure painters of his time and specialized 1n the genre of 
bijinga, or "beauty" painting. 


In 1950, Harumi became a founding member of Jitsugetsusha 

with Ito Shinsui. He eventually became an administrator for this 
group. In 1954, he changed his name to Haruyoshi and exhibited 
under the name "Haruyoshi" in a one-man show at Nihonbashi 
Takashimaya Department Store Gallery in 1955. From 1963 he 
served as a juror for the Nitten. He also often wrote the reviews for 
Nitten catalogues. Harumi exhibited continuously in all the major 
government-sponsored exhibitions (Teiten, Shin Bunten, Nitten, 
Hoshukuten and so on) throughout his career and won awards. 


In 1993, the Saga prefectural government established a memorial 
museum for Harumi. He died in Atami (Shizuoka Prefecture) in 
1994. His eldest son, Tateishi Hideharu, who 1s also a Nihonga 
artist, lives in Yugawara (near Atami). 








GHOST INK 


RYAN HOLMBERG 
SENIOR LECTURER, SCHOOL OF THE ART INSTITUTE OF CHICAGO 


Imagine a small theater. The theater is dark. The stage is black. 
Slowly, as your eyes adjust, you realize that the stage is illuminated 
after all, but with the faintest of lights. You perceive the stage floor 
to be shimmering, to be moving gently, in easy ripples, in soft 
flows. The lights grow brighter. Bolts of diaphanous white stretch 
across the stage, taught, bright with light caught in the mesh, then 
loose, then falling, turning, as 1f dancing, separating and fluttering, 
like caught by a breeze, feathering into threads, then dispersing, the 
light along with them, the stage slowly returning to darkness. 


The theater 1s the gallery you now stand 1n. The show's directors 
are the Japanese artists Toshiyuki Kajioka (b. 1978) and Yasuko 
Hasumura (b. 1958). Their stage 1s made not of bolts and beams, 
but of paper and board. Their choreography of ethereal flows works 
not with real water, light, or air, but rather black Japanese sumi 
ink, and what that liquid medium can do when combined with 
the fibers of paper, the movement of brushes, and the incisions of 
other tools. Kajioka and Hasumura’s work marks a move within 
the East Asian ink arts beyond painting and poetry, beyond 
abstraction, beyond gestural performance, and into a simulated 
theater of ghostly traces, immaterial currents, and entities unheard 
and unseen. 


To free ink and paper 1n this way took time. While the histories 
of ink painting and calligraphy are replete with legends of 
drunken eccentrics incorporating their bodies and hair into 

their brush strokes, resulting in ink splashed and strewn across 
the paper beyond the functions of signification, East Asian ink 
traditions remained fundamentally tethered to visual and verbal 
representation until the intercession of modernism in the 1950s. 
Key in Japan was Genbi (Contemporary Art Discussion Group), 
founded in the Osaka area in 1952. With connections between 
modernist abstraction and Japan’s traditional arts as one of its 
central concerns, Genbi served as an important incubator of ideas 
for key avant-garde groups like the painters of the Gutai Art 
Association (f. 1954) and the calligraphers of the Bokujinkai (The 
Ink People's Society, f. 1952). 


Enamored with Abstract Expressionism and Art Informel, 
alongside the bold and explosive calligraphy of Zen monks, 

the Bokujinkai produced large-scale calligraphic works whose 
powerful gesturalism and anarchic fluidity threatened the limits of 
verbal legibility, in the name of gestalts that could be appreciated 
by people regardless of whether or not they could read Chinese 
ideographs. In 1955, one of the group's members, Yuichi Inoue 
(1916-85), fully broke with writing with mad splatters created with 
oversize brushes dipped in buckets of ink. The work in the present 


exhibition, titled “Flower” (Hana, undated), reveals Inoue in a 
more subdued mood, with the kanji character for “flower” shaped 
by a quick ensemble of juicy strokes. The flowing curves, like 
bends in a river, and the two wet ellipses top right indicate how the 
ink arts, especially in their modernist phase, are equally invested in 
the properties of liquids as 1n those of solids. 


An architecture of liquid solids is precisely what another key figure 
in the modernization of Japanese ink arts, Toko Shinoda (b. 1913), 
has extensively explored. Since first appearing on the global art 
stage in the mid 1950s, Shinoda has developed a rich language of 
abstract forms, juxtaposing delicate lines and bold slabs derived 
mainly from calligraphic poetry on decorative washi paper dating 
back to the Heian period (794-1185). As her and Inoue’s work 
demonstrates, “the art of sumi" is in fact a mixed art of ink, water, 
and paper, with abstraction stemming from any combination of 
those elements, and/or from the brush and body that guide them. 


Over the past decade, Yasuko Hasumura has provided this tradition 
a new, more theatrical and quasi-sculptural interpretation. If 
most sumi artists exploit paper primarily as a substrate with 
different absorptive qualities, Hasumura reverses the hierarchy by 
emphasizing the delicate materiality of Japanese washi paper with 
ink primarily serving as background foil. She begins by coating 

a stretched canvas with a ground of acrylic medium and mineral 
pigments. She paints over that base with a layer of diluted ink, 
then another once the first has dried. This produces a modulated 
ground with a range of atmospheric greys whose tones and forms 
are determined by air temperature, water temperature, humidity 
levels, and other factors over which the artist has only limited 
control. That Hasumura thinks of this ink ground as something 
like a landscape setting is suggested by the horizon line that cuts 
across many of her canvases. Ink wash, in other words, is as much 
an environment as a surface. 


Upon this environment, Hasumura layers diaphanous strips of 
white washi. Sometimes the strips are tapered and linear, and 
affixed flat and smoothly. Sometimes they are folded in upon 
themselves, creating the illusion of irregular pockets of shallow 
space. Sometimes segments are mashed together, forming relief 
topographies, recalling the bas-relief works she created before 
turning to ink in the late 2000s. Hasumura’s handling of space, 
however, 1s essentially planar. Singly, the washi elements are gauze- 
like and see-through. Multiply layered, they are bright and opaque. 
Sometimes additional layers of ink are added between the sheaths 
to create translucencies that, while physically tissue-thin, beckon 
the eye into their virtual depths. The nebular space of traditional 
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ink arts comes to mind, as does the “profound mysteriousness” of 
the aesthetics of yugen and the Noh theater, which Hasumura cites 
as an influence. 


But just as calligraphy and ink painting were revolutionized in the 
1950s by nurturing commonalities with modernist abstraction, 

so Hasumura’s experiments with ink and washi might be better 
appreciated in dialogue with turn-of-the-century modernism’s 
interest in the graphic representation of movement. Though 
Hasumura’s materials are fixed, her forms are never static. Her 
ghostly forms and vibratory afterimages recall Etienne-Jules 
Marey’s chronophotographs of humans and animals in motion, 
and Italian Futurism's reinterpretation of such scientific imagery 
for more overtly aesthetic ends, as in Giacomo Balla’s famous 
painting, “Dynamism of a Dog on a Leash” (1912), and the 
dematerialized hands, limbs, and faces of Anton Giulio Bragaglia's 
"photodynamism." As such, we might consider Hasumura’s 

work to be close in spirit to Hiroshi Sugimoto’s photographs of 
illuminated movie screens from the late 1970s to the 1990s, which 
explore time, light, and movement in ways heavily influenced 

by modern technologies and cultures of spectacle as well as by 
traditional Japanese aesthetics. 


Toshiyuki Kajioka, who studied neo-classical nihonga painting 

in art school, reflects on the limits and affect of perception in 
more abstract terms. Kajioka's process begins by stretching wet 
hemp paper over a wooden panel. He coats that surface with sumi 
ink, then covers that inked surfaced with etched pencil lines. 
Next, another layer of ink, this time a mixture of Japanese and 
Indian inks, 1s applied to the surface, after which another round 
of curving and swirling pencil lines are drawn, followed by more 
detailing with ink, and so on and so forth, until, as he says, “my 
work becomes night itself.” While from a distance 5 
paintings look like solid black monochromes, stepping closer the 
viewer becomes enrapt with the realization that his surfaces swarm 
with minute articulations. His nights are not empty voids. Like an 
unsleeping child’s bedroom closet, or a wayfarer’s witching hour 
wood, things lurk in Kajioka’s inks 


This uncanny tension between a monochrome lack of visibility 
and a subtle infinity of tonal and formal variations relates to an 
experience Kajioka had as a high school student, in which he 

was struck by the strange and unnerving palpability of strained 
perception while standing above a flowing river in the middle of 
the night. “Squinting my eyes, I can barely make out the water's 
surface, unable to capture any shape or detail, as the current passes 
before my eyes and disappears into further darkness," he writes, 

in a text included elsewhere in this volume. “The world I see 
remains small, no matter how many places I go. And yet, 1f that 
small ephemeral world were to disappear, what would remain?" he 


continues, moving from perceptual to existential questions. "And 
when I try to know what lies beyond that world, my body melts 
and disappears into the darkness of the river.” 


One thinks here of the explorations of the boundary between 
blindness and revelation within minimalist and post-minimalist 
art, from Ad Reinhardt “black paintings" to James Turrell’s light 
installations, or (once again) Sugimotos theater photographs, and 
the feelings of perceptual and corporeal uncertainty such works 
can induce. Yet one should also keep 1n mind the importance of 
flowing water itself within East Asian aesthetics, as both a symbol 
of the perpetuity of change and a specific problem of representation 
within the visual arts, which are ostensibly grounded in the 
rendering of fixed forms. This motif has asserted itself 1n various 
ways within contemporary art, from experimental filmmaker Paul 
Sharits 


"SIREANLES:S:ECTION:S:ECTIONGS:S:ECTIONDBIDO" (1971) to 


Hiroshi Senju’s magnificent and eerie waterfall paintings. 


What is special about Kajioka’s work is his use of invisible but 
palpable flows to reflect, not only on the limits of vision, but also 
those of audition. “The chill of the night air inhales the words that 
emerge from my mouth,” he writes of his experience standing by 

a river at night. “A tremendous silence rings in my ears, drowning 
out all sound.” Given the close relationship between painting and 
calligraphy in the East Asian ink arts, the ways images and words 
intersect and diverge have always been a core issue. Such tensions 
undergird the modernism of Yuichi Inoue and Toko Shinoda. On 
the other hand, it is rare to find artists, like Kajioka, who have 
embraced ink to reflect on varieties of the non-visible beyond those 
related to vision, to use ink to address the ear as well as the eye. 
Sound and image replace the classical pairing of word and image. 


Whereas Hasumura’s ghostly theatricality seems still linked to 

the brush forces of calligraphy, Kajioka’s night cacophonies thus 
break with the literati tradition of the ink arts. Because his use of 
ink bears no genetic relationship to calligraphy, Kajioka 15 free to 
access realms beyond the literate eye. The Bokujinkai challenged 
the external limits of writing; Kajioka the internal limits of the 
image as a purely visual phenomenon. Interested in the limits of 
the sensible, his work opens ink on to a new coupling between 
the unheard and unseen. If Inoue’s calligraphy unconsciously 
harbors liquid echoes (splishes and sploshes) through an emphasis 
on gesture, and Hasumura’s tissue reliefs use washi to accentuate 
the immaterial yet tactile forces of ink environments, Kajioka's 
borderline non-images insist that ink is not so much silent as filled 
with non-sound. Sumi lives on by embracing its ghosts. 


From “SUMI: Japanese Ink Painting from Post-War to the 
Present" (SEIZAN Gallery) 
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KAJIOKA TOSHIYUKI (B. 1978) 
Hotori (Edge of the beyond) 


Signed Toshiyuki Kajioka, dated and titled on verso 
Ink, pencil on Japanese paper mounted on wood panel 
36% x (06.7 x 193.7 cm.) 


$8,000-12,000 


ei zê (B. 1978) (LO (EDGE OF THE BEYOND) 


In the darkness, Pm near the lake and I feel its slight 
watery wave. The calm wave is circling time. It quietly 
and incessantly whispers to me. 


Shadow is created by light, and a larger darkness 
embraces the light. 


We cannot light up the entire space of this vast darkness. 


Here everything is not divided but melts together as a 
whole. 


I find my comfort in this. 
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HASUMURA YASUKO (B. 1958) 
Kaze no naka ni - yo (Within the Wind - Embrace) 


Signed Hasumura Yasuko and YH, sealed Yasuko and titled 
on verso 

Ink and Japanese paper on canvas 

(129.3 x 161.6 cm.) 


$7,000-9,000 


xi 25 fF (B. 1958) ۳06-6 


The Chinese character HE” means “embrace”. I 
hope that viewers will feel as if their body or Soul 
has been embraced by the wind. 
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SHINODA TOKO (1913-2021) 
Untitled 


Signed Toko Shinoda 
Ink, gold and silver wash on paper 
1774 x 24% in. (45.1 x 62.9 cm.) 


$20,000-30,000 


A FHBEKT. (1913-2021) fi 





PROPERTY FROM RONALD AND MARIA ANDERSON COLLECTION 
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SHINODA TOKO (1913-2021) 
Innovation 
Signed To and Shinoda 


Sumi-ink, gouache and platinum leaf on canvas, framed 
3478 x 23% in. (88.6 x 60 cm.) 


$20,000-30,000 


Shinoda Toko 1s a leading figure in Japanese Abstract art, who is 
famous for her blend of traditional calligraphy and abstract art. 
Shinoda was encouraged to study calligraphy in her younger days, 
as such profession was one of the few kinds that Japanese women 
would be respected at the time. However, her rebellious mind 
distracted her from going onto the conventional path — she sought 
for a nontraditional yet tangible expression to demonstrate her 
inner self. Nonetheless, the traditional training left strong impact in 
her artistic language. Shinoda is fascinated with Sumi (India ink), 
and she masters 1n employing degrees of blackness. Yohaku (empty 
space) is an Asian rooted idea, which she uses to achieve spatial 
balance and demonstrates the tension between existing elements. 
She employs traditional techniques and transforms them into 
modern abstractionism language. 


The result of her Eastern-Western merge was successful. Shinoda 
was once represented by the legendary dealer Betty Parsons when 
she landed in New York in 1956. The universal artistic language 
Shinoda creates brought her enormous commercial traffic, as well 
as great academic attention. Toko Shinoda exhibited at various 
renowned institutions, such as Guggenheim Museum, Art Institute 
of Chicago, Singapore Art Museum and The Museum of Modern 
Art in New York. 


IHAL (1913-2021) INNOVATION 
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SUDA KOKUTA (1906-1990) 
Untitled 


Signed Koku to the lower right corner 
Gouache, charcoal and mixed media on paperboard; framed 
2315 x 1512 1n. ($9.7 x 39.5 cm.) 


$5,000-7,000 


One could hardly define Suda Kokuta’s artistic style. This 
influential artist started his career as a figurative painter. He was 
quite a successful artist then — winning various awards and joined 
artist groups. However it was not until 1950s that he started 

to create in an abstract manner he was known for nowadays. 
During the 1950s, groups of artists shared a common interest 

in exerting freedom of expression, separate from the influence 

of the antiquated art associations. In 1952 Suda co-founded the 
Modern Art Discussion Group (Genbi) which provided a forum 
for discussions on art theory and practice amongst its members 
who also included Jiro Yoshihara (1905-1972) and Shiryu Morita 
(1912-1998); these discussions would later form the foundations of 
the Gutai group. Although Suda did not join the group to keep his 
practice independent, inevitable attention flew to him domestically 
and internationally. In his later career, Suda began to focus on 
producing bold calligraphic works featuring Buddhist dictums. 


Buddhism spirit was always part of his creative activity. He was 
such an pure yet persistent person that a priest once referred to him 
as Kyoojin Kokuta, or Madman Kokuta. What on top of canvas 
and paper were not only thick layers of materials, but also Kokuta’s 
pure heart, passion and spiritual minds. Kokuta Suda’s works are 

in numerous museum collections, including Miho Museum, Los 
Angeles County Museum of Art and The Metropolitan Museum 
of Art. 
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IWASAKI ERI (B.1968) 
Cotton Candy, 2019 


Signed Eri Iwasaki, titled and dated on verso 

Mineral pigment, gofun, platinum paint on kozo paper 
mounted on wood panel 

$175 x 63% in. (130.8 x 161.9 cm.) 


$8,000-12,000 


Iwasaki Eri was born in the Hyogo Prefecture of Japan 
and was trained to paint Nihonga in Kyoto, where 

she is currently based. She finds a connection to the 
prescribed materials used in Nihonga, or traditional 
Japanese painting, and plays with them. She explores 
their boundaries and creates a sensational new world of 
art from these long treasured materials. Her fascinating 
history working as a courtroom sketch artist allowed 
her to closely observe intense emotions and the dark 
sides of humanity, which may account for her choice 
of portraying delicate yet vigorous young children and 
women. 


Iwasaki’s works are in the public collection of Kyoto 
Prefecture, and have been exhibited extensively in Japan 
and other regions 1n Asia. 


niie (B. 1968) COTTON CANDY 


Each person’s inner life maintains a certain vague shape, 
and yet that shape changes day to day, moment to 
moment. There maybe a small core element that can 
never change, but the trappings that surround it transform 
gently in reaction to, and create transformations in, our 
environment. Furthermore, whatever it is that forms those 
trappings ensnares and is itself ensnared. 
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SAITO TAKASHI (B.1943) 
Untitled 


Framed; ink (Conté crayon) on Japanese paper 
47% x 30% 1n. (121 x 78.1 cm.) 


$4,000-6,000 


Twisted, ghost-like, nightmare-like...these are the words that come 
to mind when observing Saito Takashi’s work. The extremely 
delicate lines and intense emotions on the paper enthrall one’s 
attention, as if the painting 1s an irrevocable spell. Born in 1943 1n 
Tokyo, Japan, the autodidactic artist made his grand debut in the 
1963 Yomiuri Independent Exhibition, followed by the Yamatane 
Museum of Art Award exhibition in 1975. From then on, Saito 
built his fame as an independent artist who has no affiliation 

with any school, and continued to astonish Japanese audiences 
throughout the country with his solo and group exhibitions. 
Sagawa Art Museum hosted a duet exhibition for him and Raku 
Kichizaemon XV in 2020, celebrating their common nature of 
exploring the truth of life and humanity. 


Saito Takashi lives and works at Seishido Mountain Pass in 
Fukushima Prefecture. 


fa HEKE (B. 1943) fee 
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KATO RYOZO (B. 1964) 
Tokagen (The Peach Blossom Spring) 


Sealed Katoku shinsen and Ryozo 

Ink and natural pigment on Japanese paper mounted 
on board 

3575 x 28% in. (91.1 x 72.7 cm.) 

With a paper slip titled, signed Kato Ryozo and sealed 
Ryozo 


$6,000-9,000 


The landscape painting tradition developed simultaneously across 
numerous generations and countries by independent invention, 
reveals various perspectives, spiritual and emotional inspirations. 
Kato studied and practiced the tradition of nihonga, a painterly 
style that follows traditional Japanese artistic conventions, of 
which its heritage of techniques and materials were introduced 
from China and Korea more than a thousand years ago. 

The characteristic of the nihonga style is its use of natural 

media, where a fine brush 1s used to paint imagery with sumi 

ink or exquisite colours made from natural mineral pigments 
called iwa'enogu and synthetic mineral pigments called shin- 
iwa'enogu. These pigments are pulverised into 16 gradations from 
a fine powder to sandy grain particles. An animal glue solution 
called nikawa, is used as a binder. Works are typically rendered 
on such supports as washi (Japanese paper), where the painting 
has a distinct characteristic of an overall subtle matte surface 
with a faint sheen. Working in the methodical 


nihonga method, Kato is also fascinated by Chinese ink landscape 
painting tradition of the Northern Song dynasty (960-1127), 
where sceneries in scroll formats were rendered with finely 
executed strokes categorized as fuhekishun (axe-cut stroke) 

and himashun (fiber texture stroke). Kato applies comparable 
characteristics by painting his landscape, channeling the eye 
vertically through the foliage or horizontally through the 
mountain ranges, inviting the viewer to visually tread along 

a meandering path. By employing delicate brushwork over a 
softly color-washed paper, Kato forms a romantic vision of 
dense foliage that seemingly provides shelter for the hermetic 
literati scholars who similarly practiced this style of painting. 
The acute shading of beige and green are equally reminiscent of 
18th Century artist Thomas Gainsborough's romantic paintings 
in which natural, untamed landscapes represent the grandeur of 
Nature. Kato follows in the footsteps of his British predecessors, 
using color to reveal the subtle nuances in clouds, greenery 

and ground, further extending the rich and complex idyllic 
landscape in our imagination. Though unexplored wilderness 
may present unexpected encounters with animals and strangers, 
Kato's paintings negate fears and tribulations of the extreme 
wild and instead invite the viewer into his calm and meditative 
surroundings. Kato's unique visual language revitalizes the 
tradition of landscape painting medium, as well as bridging the 
Eastern and Western aesthetic into a harmonious equilibrium. 


IERE (B. 1964) BKEY 
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ENOKI TOSHIYUKI (B. 1961) 
Kaju (Fruit tree), 1999 


Sealed Enoki 
Framed; acrylic, ink and natural pigment on canvas 
31% x 25% in. (80.3 x 65.1 cm.) 


$6,000-9,000 


Educated in several different genres of lacquer painting, traditional 
Japanese painting and western painting, Toshiyuki Enoki's works 
are an amalgamation of the new and the aged, reality and myth. 
The artist strives to antiquate his works, not only in his thematic 
tribute to well known traditional artists such as Maruyama Okyo, 
but also in his artistic process. Using particularly worn brushes, 
Enoki cyclically paints, erases and transfers images in his works to 
create a unique atmospheric depiction of nature. As can be seen 
here, the details of brushstrokes and overall reflective surface are 
reminiscent of lacquer works which served as an inspiration to the 
artist. 


1 (232 (B. 1961) RA 
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AN EARTHENWARE SCULPTURE OF AWOMAN 
(SHAKOKI DOGU) 


LATE JOMON PERIOD (5TH-3RD CENTURY BCE) 


Of low-fired reddish clay with black fire marks, the body of a 
goggle-eyed figure, decorated with incised details and scrolling 
cord pattern, wearing head-ornament with inscised designs 

77s in. (18.1 cm.) high 

The results of the report on Thermoluminescene Analysis no. 
N122a32 obtained by the Research Laboratory for Archaeology 
and the History of Art, Oxford University, are consistent with 
the dating of this lot 


$80,000-120,000 


PROVENANCE: 
Private collection, Japan 


LITERATURE: 

Kitano hokori / Kamegaoka bunka (Pride of North Region 

/ Kamegaoka Culture) (Aomori: Aomoriken Bunkazai 
Hogokyokai, 1990), p. 129 

Jomon no fukei / Daichi to jujyutsu (Scenery of Jomon / Land and 
spell) (Iwate Prefectural Museum, 1984), pl. D-3 


This figure displays the typical decoration of a shakoki dogu 
(goggle-eyed figure), one of the two mainstream types of clay 


figurine made at Kamegaoka in Aomori prefecture during the 


Final Jomon period. Modelled using incised cord marks and 
distinctive features of the small and narrow eyes suggest the 
date of this figure to be latter half of the ‘goggled-eye’ period. 
A similar shakoki dogu with small and narrow eyes 1s 1n the 
collection of the Metropolitan Museum of Art, New York. 
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TWO SQUARE EARTHENWARE DISHES WITH PINE-TREE 
DESIGNS 


KENZAN WARE (EDO PERIOD, 18TH CENTURY), FIRST DISH SIGNED 
KENZAN SEI SHO AND SEALED KENZAN AND SEI SHO; SECOND 
SIGNED, DATED AND INSCRIBED ON THE BASE FUYO YOSHU 
KENZAN TOIN SHOKOSAI SHINSEI ZO UJI HOEI KANOTO-U HARU 
(MADE IN THE SPRING OF 1711 BY THE HERMIT POTTER OF KYOTO, 
KENZAN SHOKOSAI SHINSEI) (OGATA KENZAN; 1663-1743) 

Each square dish with white-slip ground and painting 1n underglaze 
iron oxide; the first painted with a grove of pines beneath a poem, 
which reads: "To be fond of pines 1s to have the hardness of an iron 
mind. Therefore, I tend them in front of my winding fence;" the 
second painted with a moss-covered pine tree; the paintings on each 
dish framed by a single line on the inner surface; the exterior of the 
second dish has simple latticework with oblong floral reserves in 
underglaze iron and the interior sides have stylized floral sprays in 
line borders 

First 82 x 8/2 x 1 in. (21.6 x 21.6 x 2.9 cm); second 8% x 8% x 1 in. 
(22,292.23: 2.0 Cfi.) 

With wood boxes both signed and authenticated by the 15th Grand 
Tea Master of the Urasenke tea school, Hounsai Genshitsu (b. 1923), 
and with kao(cursive monogram) (2) 


$50,000-70,000 


PROVENANCE: 

Baron Hara Tomitaro (Sankei; 1868-1939), Yokohama 
Setsu Iwao, Tokyo 

Jack C. Greene, New York 

Private collection, Japan 


EXHIBITED: 

Tokyo National Museum, "Rinpa," 1972.10 (second dish with moss- 
covered pine) 

Parrish Art Museum, Southampton, New York, "Japanese Ceramics 
from Prehistoric Times to the Present," 1978.8.6-9.28 (both dishes) 
Miho Museum, Shigaraki, "Kenzan: Yusui to fuga no sekai / A 
World of Quietly Refined Elegance," 2004.9.1-12.15 (both dishes) 





LITERATURE: 

Tokyo National Museum, Rinpa (Tokyo: Tokyo National Museum, 
1972), pl. 296 (second dish). 

Andrew Pekarik, Japanese Ceramics from Prehistoric Times to the Present 
(Southampton, NY: Parrish Art Museum, 1978), nos. 582-0 (both 
dishes). 

Hayashiya Seizo, ed., Ninsei, Kenzan, Kyoyaki, vol. 7 of Nihon no 

toji (Japanese ceramics) (Tokyo: Chuo Koronsha, 1973), figs. 151-52 
(second dish). 

Mitsuoka Tadanari and the Zauho Press, Edo Period I: Kyoyaki- Kyoto 
Ware, vol. 6 of Sekai toji zenshu (Tokyo: Shogakukan, 1975), fig. 29, 
p. 217 (second dish). 

Shirasaki Hideo, ed., Teibon Kenzan shusaku hyakusen (Kenzan: 
Selection of one hundred masterpieces) (Tokyo: Yomiuri 
Shinbunsha, 1977), pl. 76 (second dish). 

Kawahara Masahiko, ed., Kenzan, Nihon no byutsu 154 (Tokyo: 
Shibundo, 1979), no. 55 (second dish). 

Masahiko Kawahara, The Ceramic Art of Ogata Kenzan (Tokyo: 
Kodansha International, 1985), pls. 95-96 (second dish). 

Gotoh Museum, Kenzan no toji / Ceramics of Kenzan 1663-1743 
(Tokyo: Gotoh Museum, 1987), p. 111 (second dish). 

Richard L. Wilson, The Art of Ogata Kenzan: Persona and Production 
in Japanese Ceramics (New York and Tokyo: Weatherhill, 1991), figs. 
51-52 (second dish). 

Richard Wilson and Ogasawara Saeko, Ogata Kenzan: Zen sakuhin 
to sono keifu, datikkan zurokuhen (Vol.1, Catalogue volume of Ogata 
Kenzan: His life and complete work) (Tokyo: Yuzankaku, 1992), fig. 
22 (first dish) and fig. 20 (second dish). 

Richard Wilson and Ogasawara Saeko, Kenzanyaki nyumon (Primer 
for Kenzan ware) (Tokyo: Yuzankaku, 1999), p. 63 (second dish). 
Miho Museum, ed., Kenzan: Yusui to fuga no sekai / A World of Quietly 
Refined Elegance (Shigaraki: Miho Museum, 2004), pl. 65 (second 
dish), pl. 78 (first dish). 


The plate with moss-covered pine tree (here, the second dish) is 

a very rare example of dated Kenzan ware. It is inscribed with a 
date in the spring of 1711, the very end of the period during which 
Ogata Kenzan (1663-1743) operated his kiln in the Narutaki area, 
the hills in the northwestern suburbs of Kyoto. There is one other 
square dish with a similar date in a private collection in Japan. 


The painterly pine tree is likely by Kenzan's hand, or by that of 
his brother, Korin. Works such as this one from the late period 

of the Narutaki kiln, with a single, isolated subject, show greater 
abbreviation and immediacy than the earliest Kenzan wares. In 
1712, Kenzan closed his kiln in the secluded outlying area--his 
client base there may have dried up--and moved to the downtown 
area. 
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A STONEWARE VASE WITH ASH GLAZE 
HEIAN-KAMAKURA PERIOD (12TH-13TH CENTURY) 


With ash glaze covering the interior of the neck and upper body; 
the neck bentand split open, suggesting an accidental kiln flaw 
77s 1n. (18.1 cm.) high 


$4,000-6,000 


PROVENANCE: 


Hosomi Minoru, Osaka 
Robert Hatfield Ellsworth 
Previously sold in these Rooms, 21 March 2015, lot 1093 





PROPERTY FROM AN IMPORTANT JAPANESE COLLECTION 
~53 


A RARE BRONZE REPOUSSE PLAQUE 
(OSHIDASHIBUTSU) OF A SEATED BODHISATTVA 


HAKUHO PERIOD (7TH CENTURY) 


The bodhisattva seated beneath a canopy, shown in the posture 
of “royal ease” with the right leg folded horizontally to expose 
the sole of the foot, the left foot supported on a lotus plinth, 
the right thigh supports the elbow of the deity's right arm, the 
hand touching the right cheek of the inclined head in a gesture 
of contemplation, flanked by four small seated Buddhas and a 


rm Es 3 — فل اع‎ 3 
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standing monk on right side, traces of gilt !$ digan ERU om dum ۱ 


With hard wood stand ۱ es f | SIL MARO FL, Feli, 


$15,000-25,000 


PROVENANCE: 

By repute, excavated from a branch temple of Toshodaiji in 
Shikoku 

Kurusu Collection 

Setsu Inosuke, Tokyo 

Private Japanese collection, prior to 1994, and thence by descent 
within the family 


LITERATURE: 

Fujimoto Shozo, ed., Kobijutsu 15 (Tokyo: Sansaisha, 1966), no. 4. 
Kuno Ken, ed., Oshidashibutsu to senbutsu (Bronze and clay 
repousse plaques), Nihon no byutsu 118 (Tokyo: Shibundo, 1976), 
no. 9. 

Oshiodashibutsu to butsuzogata (Nara: Nara National Museum, 
1983), no. 36. 
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A CARVED WOOD SCULPTURE OF A KANNON 
BOSATSU(AVALOKITESHVARA) 


EDO PERIOD (CIRCA 1682), CARVED BY ENKU (1632-1695) 


Carved in single-block technique (ichiboku-zukuri) as the bodhisattva 
Avalokiteshvara, standing on a rock pedestal, leaning slightly toward 
the right and with hands placed together under the robe, the hair 
gathered up into a high coiffure adorned with a crown centered by a 
diminutive image of Amida (Amitabha) Buddha 

24% in. (61.9 cm.) high 


$60,000-80,000 


PROVENANCE: 
Myogaku-in Temple, Tamozawa-cho, Nikko City 
Yoshiara Yasuzo 


EXHIBITED: 

"Kennaishuzo kobyutsu meihinten (Exhibition of masterpieces 
collected in Tochigi Prefecture), Tochigi Prefectural Museum of 
Fine Arts, Utsunomiya, 8 Feb-25 March 1975 

“Saitama no Enku (Enku’s sculpture in Saitama Prefecture),” 
Saitama Prefectural Museum, Saitama, 25 Oct-27 Nov 1988 
“Hashima Enku ten (Exhibition of Enku’s sculpture in Hashima),* 
Gifu Hashima Civic Center, 1-21 Aug 1988 

“Tochigino takara monogatari (Treasures and stories of Tochigi 
Prefecture), Tochigi Prefectural Museum of Fine Arts, 27 April-16 
June 2002 

"Enku ten / Shomin no shinko jiai no hohoemi (Exhibition of Enku 
/ Belief of ordinary people and affectionate smile), * exhibited at the 
following venues: 

Daimaru Museum, Kobe, 9 March-21 March 2005 

The Suiboku Museum, Toyama, 8 April-8 May 2005 

Daimaru Department Store Museum, Kyoto, 12 May-24 May 2005 
Sogo Museum of Art, Yokohama, 27 May-19 June 2005 

Kagawa Prefectural Museum of History, Kagawa, 16 July-25 Aug 
2005 

“Enku / kokoro wo kizamu (Exhibition of Enku / Carving Soul),” 
Saitama Prefectural Museum of History and Folklore, 8 Oct-27 Nov 
2011 


LITERATURE: 

Kuno Takeshi, Kanto chokoku no kenkyu (Research on sculpture in the 
Kanto region) (Tokyo: Gakugeisha, 1964), no. 20. 

Kennaishuzo kobijutsu meihinten (Exhibition of masterpieces collected 
in Tochigi Prefecture) (Tochigi: Tochigi Prefectural Museum of 
Fine Arts, 1975), cat. pl. 69. 

Nonaka Taizo, Tochigiken no chokoku (Sculptures in Tochigi 
Prefecture) (Tochigi: Tochigi Prefecture City Educational 
Association, 1977), p. 119. 

Homma Masayoshi, Enku to Mokujiki (Enku and Mokuyjik1), Book of 
Books, Nihon no byutsu 35, (Tokyo: Shogakukan, 1977), no. 4. 
Nagai Nobukazu and Maruyama Shoichi, Enku to Mokujiki (Enku 
and Mokujiki) (Tokyo: Kodansha, 1978), pl. 39. 

Gakushu daihyakka jiten 12 — bijutsu to ongaku (Educational 
Encyclopedia 12 — Art and Music) (Tokyo: Shogakukan, 1980), p. 
142. 

Saitama no Enku (Enku's sculpture in Saitama Prefecture) (Saitama: 
Saitama Prefectural Museum, 1988), no. 131. 

Hashima Enku ten (Exhibition of Enku’s sculpture in Hashima) (Gifu: 
Gifu Hashima Civic Center, 1988), no. 115. 

Hasegawa Kimishige, Enku butsu (Enku’s buddhist sculpture) 
(Tokyo: Hoikusha, 1994), no number 

Tochigino takara monogatari (Treasures and stories of Tochigi 
Prefecture) (Tochigi: Tochigi Prefectural Museum, 2002), cat. pl. 
101. 

Umebara Takeshi no Enku junrei (Umebara Takeshi’s Enku 
pilgrimage), Geyutsu Shincho 657 (Tokyo: Shinchosha, 2004), p. 18. 
Enku ten / Shomin no shinko jiai no hohoemi (Exhibition of Enku / faith 
of ordinary people and affectionate smile) (Kobe: Kobe shinbunsha, 
2005), cat. no. 10. 

Enku / kokoro 0 kizamu (Enku / Carving Soul), (Saitama: Saitama 
Prefectural Museum of History and Folklore, 2011), cat. no. 31. 
Hasegawa Kimishige, Enku’s Buddhas: Myistery of Smile (Tokyo: 
Shin-jinbutsuoraisha, 2013), p. 88. 





This sculpture is thought to date to the 1680s, when Enku was 
in the Nikko area. The inscription in ink on the back, probably 


not by Enku, 1s illegible except for a few words—clues to the 
approximate date and the provenance: JC Sk “FE CU EL7SH TER” 
Genroku ninen tsuchinoto-mi rokugatsu nijuyokka (24 June 1689); HH 
st, Myogaku-in. 


The current owner’s grandfather, Yoshiara Yasuzo, was a member 
of the Tochigi prefectural assembly in the small city of Nikko, 

in the mountains north of Tokyo. Just before or after the war, 

he was asked by the abbot of a local temple, the Myogaku-in, to 
buy his temple’s main hall. Before the hall was moved to Yasuzo’s 
garden, the abbot removed what he considered to be the important 
Buddhist sculptures, but he left Enku’s Kannon, as Enku’s work 
was not considered significant at that time. Today, there is no more 
popular sculptor in Japan. 


Yasuzo was at the center of the local cultural elite. He had 
relationships with many individuals in the world of art and culture, 
including the poet Takahama Kiyoshi; the painters Kosugi Hoan, 
Ogawa Usen, Maruyama Banka and Nakamura Fusetsu; and the 
poet and painter Shimizu Hian, at one time the mayor of Nikko. 
Others who also visited and stayed at his home were the Kabuki 
actors Nakamura Kichiemon; Nakamura Shikan; and Matsumoto 
Koshiro. One visitor in the summer of 1961 was the famous potter 
Hamada Shoji (shown with the Enku sculpture in the photo here), 
a Living National Treasure, who worked in the pottery town of 
Mashiko, also in Tochigi Prefecture (fig. 1). Hamada was a canny 
collector of folk art and must have coveted this piece. 


Enku was born into a poor family in Gifu Prefecture in the 

early 17th century and left home as a boy to enter a local temple 
affiliated with the Tendai sect. In his twenties, he learned the 
rudiments of carving from itinerant woodworkers and began 
traveling as an itinerant monk-sculptor, leaving behind thousands 
of rough-hewn, powerful Buddhist images, many of which he 
donated to local temples and the people who gave him shelter 
along the way. 


Fig.1 Photo of Yoshiara Yasuzo, Hamada Shoji and 
the current lot (from left to right) at the home of 
Yoshiara, 1961 
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KATO GIZAN (B. 1968) 
Manifestation - Primordial 


Signed Gizan with cursive monogram, dated 
Reiwa sannen junigatsu (December 2021) 
Carved wood sculpture with iron clamps 
42% in. (108.9 cm.) high without stand 


$30,000-50,000 


huki (B. 1968) ziii ° Bry 


My sculptures entail manners and aesthetics of the 
genre across centuries. Summoned by a diligently 
cultivated will power, every movement of the chisel 
unchains the nature of beauty, in pursuit of purity 
and, ultimately, a void. 





Gizan is a contemporary sculptor concerned with the human form 
and steeped in the traditional art and culture of Japan. Born in 
Tokyo in 1968, he now lives and works in Saitama Prefecture. As 

a young man, he was a professional musician, specializing in rock 
and jazz guitar. One day, when he was twenty-four-years old, he 
visited an exhibition of Buddhist sculpture at a museum. That 
changed his life. He spent the next six years learning to carve wood 
sculpture—although he was told that he was too old to start— 

and then entered on a seven-year apprenticeship with Iwamatsu 
Shubun, a sculptor in Saitama, who was in a direct lineage 
descending from the famous Meyi-period sculptor Takamura Koun 
(1852—1934). Koun strove to promote the traditional art of wood 
carving. Like Koun, his idol, Gizan works 1n a highly realistic style 
defined by stunning craftsmanship. 


Gizan became an independent artist at the age of thirty-eight, 
around 2006, and began showing his work in exhibitions. His early 
works featured famous Japanese historical figures. He then turned 
to work imbued with a deeper spirituality and humanity, including 
Buddhist and Shinto themes. A period of monastic training in 
retreat on Mount Hiei furthered his understanding of Buddhism. 
Gizan’s process involves working from a plaster model and 
optimizing his work using a sculpture point machine that consists 
of a kind of crosspiece or frame with three points that measure 
precisely the width, depth and height of his model. He finishes a 
sculpture with chisels only, never sanding down the surface and 
never coating the surface with paint or lacquer. Even the iron 
staples, or clamps, that hold the individual pieces of wood together 
are left exposed— here just above the biceps, for example. 


The figure shown here manifests a primordial act of prayer, an 
instinct the artist believes to be essential to our humanity. 


Gizan is currently working on a commission for Ninna-j Temple 
in Kyoto. 





Top left: The present lot in the artist's studio 
Bottom Left: Kato Gizan working in his studio 
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JINBO MIYABI (B. 1952) 
Sansei (Mountain Spirit) 


Carved from wood in single-block technique (ichiboku-zukuri) 
as a stoat on a tree, painted in polychrome, signed Miyabi 

9% in. (24.8 cm.) high 

With original wood box titled Sansei, signed Jinbo Miyabi and 
haito heisai (carved and colored), sealed Miyabi 


$7,000-9,000 


PROVENANCE: 


Matsugakaya, 1996 


1/۳۶ (B. 1952) ۴ 
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JINBO MIYABI (B. 1952) 

Shion 

Carved from wood in single-block technique (ichiboku-zukuri) as a 
Great Purple Emperor butterfly on cherry brench, the sculpture 5 
painted in polychrome and gold, signed Miyabi 

4% in. (12.1 cm. ) high 

With original wood box titled Shion, signed Jinbo Miyabi and haito 
heisai (carved and colored), sealed Miyabi 


$5,000-7,000 


PROVENANCE: 


Nanba Takashimaya, Osaka, 1997 


TREE (B. 1952) 3E 
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JINBO TAKUMA (B. 1956) 
Sudachi ayumi (Walking to leave the nest) 


Carved from wood in single-block technique (ichiboku-zukuri) 
as white owl walking on a tree trunk, the sculpture is painted in 
polychrome and gold, signed Takuma on underside of base 

824 1n. (22.2 cm.) high 

With original wood box, titled, signed Jinbo Takuma haito heisai 
(Carved and colored by Jinbo Takuma) and sealed Takuma 


$5,000-7,000 


IRAE (B. 1956) Kuba 
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A BAMBOO HANAIKE (FLOWER VASE) 

EARLY 20TH CENTURY (DATED 1920), SIGNED SANSE! SHOKOSAI ZO 
(HAYAKAWA SHOKOSAI III; 1862-1922) 

The slendor bamboo vase with natural nodes, with a loop handle; 
signature on body 

19 in. (48.3 cm.) 

With original box titled Shigure take hanaike (Shigure Bamboo flower 
vase), inscripted Taisho kanoesaru shunjitsu Sansei Shokosai zo (Made by 
Shokosai III in a spring day of 1920), sealed Shokosai and Shosai 


$2,000-3,000 
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A BAMBOO BASKET FOR FLOWER ARRANGEMENT 
EARLY 20TH CENTURY, SIGNED CHIKUUNSAI ZO KORE (TANABE 
CHIKUUNSAI I; 1877-1937) 

Woven in bamboo and rattan with free-style plaiting, with a loop 
handle, applied with a cylindrical liner; signature on base 

20/2 in. (52.1 cm.) high 

With original box titled Shichiku hanakago nagatsubo (Long jar, 
the flower basket), signed Kaifu Nanso Chikuunsai zo kore, sealed 
Chikuunsai and Denjo no in 


$3,000-4,000 
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A BAMBOO BASKET FOR FLOWER ARRANGEMENT 
EARLY 20TH CENTURY, SIGNED CHIKUUNSAI ZO KORE (TANABE 
CHIKUUNSAI I; 1877-1937) 

The baluster form basket with slightly flared neck and a loop handle, 
woven in bamboo and ratten, applied with liner; signature on base 
25% in. (64.5 cm.) high 

With original box titled ..tsubo gata hanakago (... flower basket), 
signed Chikuunsai zo kore and sealed Chikuunsai 


$6,000-8,000 
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A BAMBOO BASKET FOR FLOWER ARRANGEMENT 
EARLY 20TH CENTURY, SIGNED CHIKUUNSAI ZO KORE (TANABE 
CHIKUUNSAI I; 1877-1937) 

The bamboo basket with a loop handle reaching from four nodes to 
the body, applied with liner; signature on base 

2115 1n. ($4.6 cm.) 

With original box titled, signed Kaifu nanso Chikuunsai zo kore and 
sealed Chikuunsai 


$5,000-7,000 
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PROPERTY FROM A PRINCELY COLLECTION 
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A RARE NEGORO LACQUER BOW 
MUROMACHI PERIOD (15TH-16TH) CENTURY 


The bamboo and wood bow (fusedake no yumi) finely covered in red 


lacquer with intrusions of black lacquer, the limbs straight with the 


tips curve inward, center and bottom tips wrapped with rattan 
5436 in. (138.1 cm.) 

$30,000-40,000 

EXHIBITED: 


"Tokubetsuten Negoro" (Masterpieces of Japanese Negoro ware), 
Okura Shukokan (Okura Museum of Art), Tokyo, 3 October-13 
December, 2009 


LITERATURE: 


Kawada Sadamu, ed., Tokubetsuten Negoro (Masterpieces of Japanese 
Negoro ware) (Tokyo: Negoro-ten jikko iinkai, 2010), pl. 159. 


Bows coated with protective black lacquer are known from as early 
as the Heian period, but this may be a nearly unique example of 
a Negoro bow. Negoro is a general term used for red-lacquered 
wood vessels used in temples and shrines during Japan's medieval 
era, the 14th through 16th centuries. Negoro ware, beloved for 
the way the red lacquer wears away in places to expose the black 
lacquer underlayer below, 1s named after the Negoro Temple in 
Kii province (modern Wakayama Prefecture). The temple is said 


to have had a ten thousand monk-soldiers at one time, which may 
account for the production of this weapon. 


The present bow, judging by is good condition and superior 
craftsmanship, was likely intended for ritual use, rather than the 
battlefield. 
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A LACQUER WRITING BOX (SUZURIBAKO) IN 
SHAPE OF A KOTO (JAPANESE HARP) 


EDO PERIOD (18TH CENTURY) 


The rectangular box decorated in polychrome lacuger 
takamaki-e, hiramakie, togidashi and okihirame, cover in the 
shape imitating a 13 stringed koto applied with an iron and 
soft metal menuki on the forehead (ryugaku); fitted with 
silver saucer and a silver and iron water dropper in the shape 
of kabuto (helmet), interior and base on nashiji ground 

3 x 77/8 x 1% in. (7.6 x 20 x 2.9 cm.) longest 


$5,000-7,000 
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A LACQUER WRITING BOX 
(SUZURIBAKO) 


ANONYMOUS (18TH-19TH CENTURY) 


The square box decorated in gold lacquer 
hiramaki-e, takamaki-e, kirigane and inlaid gold 
and silver foils and mother-of-pearl on nashiji 
ground, designed with a pair of peacocks by 
stream, interior of lid designed with windmill 
plums by river, fitted with two trays, inkstone 
and a gilt water dropper with chiseled details; 
silver rims 

7۳6 X 654 x 1% in. (18.1 x 17.1 x 4.1 cm.) 


$5,000-7,000 
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A LACQUER WRITING BOX (SUZURIBAKO) 


TAISHO-SHOWA PERIOD (20TH CENTURY), UEMATSU HOBI 
(1872-1933) 


The rectangular box with round corners, decorated 1n gold 
hiramaki-e and togidashi with cherry blossom and birds on a 
roiro ground encircled by silver rims, interior of the cover with 
maple tree on a nashiji ground, fitted with shibuichi saucer 
and water dropper in the shape of tea bowl, ink stone, two 
brushes, two trays with continuous design of wave and maple 
leaves, embellished with kana characters of poems in cursive 
script (ashide) in takamaki-e, borders on edges, interior and 
base on fine nashiji ground; with silver rims 

10/6 x 8% x 1% in. (25.7 x 22.5 x 4.8 cm.) 

With original box signed Furosai shujin seisaku with a seal, 
titled and inscribed with a poem 


$7,000-9,000 
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A LACQUER WRITING BOX (SUZURIBAKO) 


TAISHO-SHOWA PERIOD (20TH CENTURY), SIGNED J/HO 
WITH CURSIVE MONOGRAM (KAO) 


The rectangular box with round corners, decorated in 
polychrome hiramaki-e and nashiji with chysanthemum and 
butterflies, interior of lid and base designed with long tailed 
birds, fitted with an inkstone, two brushes, a paper pricker, 
a knife and a silver water dropper, interior and base on fine 
nashiji ground; silver rims; signature on interior of lid 

07s x 87$ x 1% in. (25.1 X 22.5 X 4.5 cm.) 

With original wood box, titled Yamamichi no kiku 
(Chrysanthemum on moutain path), signed Jiho saku and 
sealed Jiho 


$15,000-25,000 
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A LACQUER WRITING BOX (SUZURIBAKO) AND 
MATCHING WRITING TABLE (BUNDAI) 


MEUI-TAISHO PERIOD (EARLY 20TH CENTURY) 


The rectangular box with round corners and slightly domed 
cover, finely decorated in gold, silver and black lacquer 
hiramaki-e, takamaki-e, togidashi, kirigane and inlaid silver, gold, 
shibuichi and gold and silver foil, with design of cherry blossom, 
river, pines and mountain, fitted with inkstone, two brushes, a 
paper pricker, a knife, an ink cake stand and a silver water dropper 
in shape of cherry blossom and maple leaf reseumbling Mount 
Yoshino and Tatsutagawa, the writing table decorated en suite 
with finely chiseled silver mounts 

Writing box: 10 x 9 x 2 in. (25.4 x 22.9 x §.1 cm.) 

Writing table: 14%4 x 25% x 5% in. (36.2 x 65.4 x 14.3 cm.) 

Each with original box titled and sgined Heian Kosetsu saku with 
cursive monogram, and lacquer storage box with Kitashirakawa 
Family crest (2) 


$30,000-40,000 pies ap, 


P. 


PROVENANCE: 


Kitashirakawa Family 
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PROPERTY FROM THE STRONG MUSEUM, SOLD TO BENEFIT THE COLLECTIONS FUND 
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A LACQUER INCENSE BOX IN THE SHAPE OF KOKINSHU 
BOOK 

MEIJI PERIOD (LATE 19TH CENTURY) 


The rectangular box and cover decorated in gold, silver and red 
hiramaki-e, takamaki-e and kirikane, inlaid with mother-of-pearl, gold 
foil and silver, with various motifs representing good fortune and 
longevity, two sides with shibuichi inlays, the interiors and base in fine 
nashiji ground, fitted with inner tray designed in peacock feather, coral 
and plum brenches in a vase next to a fan, fitted with four small incense 
boxes with cherry blossom and maple leaf 

4% x 315 x 1% in. (11.7 x 8.9 x 4.5 cm.) 


$1,500-2,000 


A similar example of a lacquer box in the shape of book in the 
collection of the Metropolitan Museum of Art (38.25.165a-c). 





PROPERTY FROM THE STRONG MUSEUM, SOLD TO BENEFIT THE 
COLLECTIONS FUND 


70 
A RED LACQUER BOX (TEBAKO) 
MEIJI PERIOD (LATE 19TH CENTURY) 


The rectangualr box decorated with high-relief lacquer 
appliqués simulating iron and soft-metal sword fittings 
and arrow head on a red ground 

90/5 x 7% x 4% in. (24.1 X 19.4 X 11.7 cm.) 


$4,000-6,000 
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A LACQUER COSMETIC BOX (TEBAKO) 
MEIJI-TAISHO PERIOD (EARLY 20TH CENTURY) 


With rectangular shape, the box decorated in 
polychrome lacquer takamaki-e, hiramaki-e, togidashi, 
kirigane and inlaid gold and silver foils, exteior designed 
with scatterd fan motif and embellished with kana 
characters of a poem in cursive script (ashide), interior of 
lid desgined with waterfall and maple trees, the interior 
of box lined with purple textile; silver fittings 

11 Ax Ox O im (20.2 22.0 X220 cm.) 


$5,000-7,000 





PROPERTY FROM THE STRONG MUSEUM, SOLD TO BENEFIT THE 
COLLECTIONS FUND 
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A LACQUER BOX AND COVER 
EDO PERIOD (18TH-19TH CENTURY) 


A rectangular box with round corners, decorated in gold, silver 
and brown lacquer takamaki-e, hiramaki-e, kirikane, togidashi and 
inlaid mother-of-pearl, with hares, clovers and embellished 
with kana characters of a poem in cursive script (ashide) inlaid in 
silver, hare eyes inlaid with coral and glass, interior and base on 
nashiji ground; silver rims 

Aye XOX274 Mm. (11.9% 15.2 36 $.7 ci.) 


$2,000-3,000 
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A LACQUER BOX AND COVER 
MEUI-TAISHO PERIOD (EARLY 20TH CENTURY), SIGNED TOYA 


The rectangular box with round corners and slightly domed 
lid, decorated in gold, silver, black and brown lacquer 
hiramaki-e, takamaki-e, togidashi and kirigane with autumn 
grasses along mountain landscape continuous to sides, interior 
of cover in desgined of autumn grasses by river under a silver 
inlaid moon, interior and base on fine nashiji ground, signed 
on interior of cover; with silver rims 

1578 X12 x 5% in, (30.4 X 30.5 x 13 cim.) 


$10,000-20,000 
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A LACQUER BOX AND COVER 
MEIJI-TAISHO PERIOD (EARLY 20TH CENTURY) 


The rectangular box with round corners and slightly domed 
lid, decorated in gold and polychrome lacquer takamaki-e, 
nanako-nuri and kirigane on gold ground with millet and 
chrysanthemum, interior and base on fine nashiji ground; with 
silver rims 

10/4X Sx 378 1n« (20 x 21:0 X 14.5 cmi.) 

With a wood box with Kitashirakawa Family crest 


$25,000-3 5,000 


PROVENANCE: 


Kitashirakawa Family, Tokyo 








2% 
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A SET OF LACQUER STATIONERY BOX (RYOSHIBAKO) 
AND WRITING BOX (SUZURIBAKO) 


MEIJI-TAISHO PERIOD (EARLY 20TH CENTURY) 


Both boxes elaborately decorated in gold and polychrome takamaki-e 
on a okihirame ground, exterior of stationery box with Musashibo 
Benkei and of writing box with Minamoto no Yoshitsune on Gojo 
Bridge, Benkei's tachi inlaid wtih silver and gold foil, both interiors 
desgined with pines in ishimenuri, writing box with moon inlaid in 
gold, interior of both bases on nashiji ground; writing box interior 5 4 
of base with a pine tree, continuous design to the divider, fitted with 4 
silver water dropper in the shape of a fan with gold inlaid sun and 
shibuichi fan sticks, ink stone, two brushes, a paper pricker, knife, ink 
cake stand with silver fittings; with silver rims 

Stationery box: 17% x 1372 x 6% in. (44.1 x 34.3 x 16.5 cm.) 
Writing box: 10% x 9% x 2% in. (26.7 x 24.1 x 5.4 cm.) E s 
Each with a wood box with Kitashirakawa Family crest (2) a AS, i p^ 


$40,000-60,000 
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Kitashirakawa Family, Tokyo 
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EL T E^ i - wh tb f : 
Tee ماعل‎ wv WP Rega 
igi Toe cni شا بد‎ Lo doch Tsukioka Yoshitoshi (1839-1892), Picture of the Gojo Bridge from the Chronicle of Yoshitsune. 
Japan. Edo Period, 1881. The Minneapolis Institute of Art, Minneapolis, The Mary Griggs Burke 


Endowment Fund, 2017.106.145a-c. 
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| su e. s o eT The present lot depicts the famous fight on Gojo Bridge 


D ee am. ATA ا ا‎ Ay in the moonlight between Benkei, the warrior monk 
d “tes LER who mistakenly thought he was going to collect his one 
thousandth sword, from the innocent-looking young 
Yoshitsune (also kwon as Ushiwakamaru) who had been 
taught the magical power of leaping by the tengu. 


i Le ak m h 


Sout Tue I 


ioa n " "NT TTE CST 
ان‎ IER 





76 


A LACQUER PLAQUE 


TAISHO-SHOWA PERIOD (20TH CENTURY), SIGNED SHORYU 
(SEGAWA SHORYU, ACT. 20TH CENTURY) 

Elaborately decorated in polychome lacquer takamaki-e and nashiji 
with running horses on rock against gold lacquer ground, translucent 
lacquer eyes; frame in silver lacquer takamaki-e; reverse covered in 
black lacquer 

26% X 37 in. (68 x 94 cm.) 


$35,000-45,000 


In the early 20th century, the Japanese artists started to integrate and 
adapt the Western artistic influence into various fields. The purely 
decorative and elegant style of characteristic had a great impact on 
Japanese artists. It inspired them to pursue more creative designs 
and to re-construct traditional Japanese design with a Westernized 
decorative essence as shown on the present lot. 


This lavish plaque is a special commission, although the 
circumstances of its production are as yet unknown. Other plaques 
by the same artist with a similar frame, formerly in the collection 
of the Mitsui Family’s Western-style guest house (the Mitsui 
Tsunamachi Villa), were exhibited at the Mitsui Memorial Museum 
in 2011, Zohiko Urushi Art - from the Mitsui Memorial Museum 
Collection, pp. 81-84. The artist of this work, Segawa Shoryu 

(early 20th century) worked for Zohiko Company in Kyoto. The 
Zohiko lineage dates from the time of the Kyoto lacquer craftsman 
Nishimura Munetada (1720-1773), who acquired the nickname 
"elephant boy" (Zohiko) for his lacquer image of the deity Fugen 
(Samantabhadra) on an elephant mount. 





2 | NA CU, E UY 7 By "aur rnb 1 CES iN | 1 TEM ال‎ ER aedi ET ا‎ ۱ This is the work of Tanaka Tadayoshi, a modern metal artist active 
AN IRON ARTICULATED SCULPTURE O NAS E Be | د‎ Maris o لوا‎ MEL. | S A E: in the Taisho and Showa periods. He apprenticed in the Kyoto 
EARLY 20TH CENTURY N JNEYOSH TAN ۳ ۱ ۱ ۱ فا‎ sa d ll ۱ AR er | / eS re workshop of Takase Kozan (1869-1934), who directed the studio 

| | "UN Seas 3 | CRG COLON ETRE ipiis creating articulated sculptures for both domestic and international 








markets. Tadayoshi was known as a master of articulated sculptures 
»cially of large scale, such as the present lot. For a similar work 
y Muneyoshi in the British Museum, see Harada Kazutoshi, 
kimono / Articulated Iron Figures of Animals, Rokusho 11, 


snake symbolizes successful harvests and 
snake eats mice and other pests. The 
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AN IRON ARTICULATED SCULPTURE OF A DRAGON 


EDO PERIOD (18TH-19TH CENTURY), SIGNED MUNEMITSU 
(MYOCHIN MUNEMITSU) 

The iron dragon finely constructed of numerous hammered plates 
jointed inside the body; the hinged jaw opening to reveal a movable 
tongue, ears, limbs and claws move, the body bends, the head is 
applied with elaborate horns, spines and hinged movable whiskers, 
the tail of the dragon entwining a double-edged gilt kurikaraken 
(sword), the details are finely carved and chiseled, the eyes of shakudo 
embellished with gilt; signature on underside of neck 

17% in. (44.1 cm.) long 


$60,000-80,000 


The dragon is associated with Buddhism, Shinto and a wealth of 
legends as a harbinger of fertility, bliss and imperial power. The 
Dragon King of the Sea lives in a palace in the depth of the ocean 
from which he controls the weather and tides. The dragon is often 
described to be the most powerful mythical creature. In esoteric 
Buddhism, the dragon and double-edged sword, entwined together 
as the kurikara, symbolize the spiritual lasso and sword of the deity 
Fudo Myoo (Sanskrit, Acala "The Immovable One"), in Japanese 
especially revered by the samurai. The dragon is an imperial symbol 
and foremost of the four divine animals. 


According to Harada Kazutoshi, only 2 articulated sculptures by 
Myochin Munemitsu are known to exist including the small dragon 
offered here. For another sculpture of mythical beast (shachi) by the 
artist in the collection of British Museum, see Harada Kazutoshi, 
ed., Jizai okimono / Articulated Iron Figures of Animals, vol. 11 

of Bessatsu Rokusho (Kyoto: Maria Shobo Co., Ltd., 2010), pl. 16. 
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AN IMPRESSIVE IRON ARTICULATED 
SCULPTURE OF A DRAGON 


EDO PERIOD (18TH CENTURY), SIGNED MYOCHIN 
MUNESUKE 


The iron dragon finely constructed of numerous 
hammered plates jointed inside the body, the hinged jaw 
opening to reveal a tongue, limbs and claws move, the 
body bends, the head is applied with elaborate horns, 
spines and whiskers, the details are finely carved and 
chiseled, the eyes embellished with gilt; signature on 
















underside of Jar 
49%4 in. (125.1 cm.) long 
With wood stand 


2100,000-0 


PROVENANCE: 


Kanayama Shigemori, Tokyo 














What 1s supremely appealing about this iron dragon is the fierceness 
of its face and the remarkable details of its body. The head of this 
dragon shows fine details worked in uchidashi (translate literally 

as "hammered"), known as special technique for creating three- 
dimensional, sculptural works from a thin iron sheet by hammering. 
The Myochin family of armorers was particularly skilled at this 
technique of uchidashi and the details on the present lot suggest that 
this dragon was made by a highly skilled Myochin artist from Edo 
period. 


Myochin Munesuke (1642-c. 1735), whose name appears on the lot 
here, aggrandized his lineage with the Myochin rekidai zofuku, a list 
of supposed ancestors tracing back several centuries. The Myochin 
flourished, founding branch schools in the provinces. By the 

middle Edo period, the Myochin were confident enough to style 
themselves as" On katchu no kiwame-dokoro, Nippon yuitsu no katchu no 
ryoko," or “official appraisers of armour, the best in Japan.” There 
were successive generations of skilled armourers using the name 
Munesuke, though the work attributed to the first of that line may 
be considered the finest. 


Jizai okimono, articulated figures, in iron include dragons, snakes, 
shachi (imaginary fish with tiger head), carp, lobsters, crabs and 
insects. Their distinctive features are their naturalism and mobility. 
Sculpted animals are also found in other metals, ivory or wood. Of 
them all, there are more models of dragons because they symbolize 
the most powerful imaginary animal. For warriors displaying their 
military prowess, dragons were the ideal motif to decorate their 
arms and armor. 


The earliest known jizai dragon 1s in the Tokyo National Museum, 
formerly in the Anderson Collection in England and, later, the 
Lundgren Collection in Sweden. There are inscriptions under the 
chin giving the date of 1713 (the third year of the Shotoku era) and 
an artist's signature, Myochin Muneaki. Judging from such other 
makers' names as Myochin Yoshihisa and Myochin Nobumasa 
inscribed on jizai dragons, it is clear that armorers of the Myochin 
school made a number of jizai dragons during the Edo period. 
Many of these Myochin armorers were retained by warrior lords 
(daimyo), so it is natural that they were responsible for their favored 


subject, dragons, in sculptural form. 
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A VARIEGATED LACING DAIMYO YORO! (ARMOR) 
EDO PERIOD (CIRCA 1810) 


Helmet [kabuto]: 

The twenty-two-iron-plate hoshi-bachi ("star bowl," alluding to 

the protruding rivets) of rounded form with an outward-sloping 
koshimaki no ita, and a large tehen no ana in Heian- and Kamakura- 
period style, a gilt shinodare (four sets of pendant arrow shaped 
decorative pieces), to the rear an agemaki-no-kan (ring to hold a 
decorative bow), with kuwagata-dai (fixture for two gilt horns) of gilt 
incised with arabesque design and support for the maedate (fore-crest) 
of minogame (an auspicious turtle trailing seaweed) of gilt lacquer 
Neck guard [shikoro|: 

The wide and gently curving kasa-jikoro ("straw hat," or "umbrella"- 
shape neck guard) of purple, white, green, brown and orange lacing 
with orange hishi-nui (decorative cross-knots) around the lower of 
three tiers of honkozane (small individual scales laced together), the 
large fukigaeshi with gilt kajinoha-mon (family crest of paper mulberry) 
Face mask [menpo]: 

The black lacquered hanbo (lower face mask), the nodowa (neck guard) 
of three tiers of honkozane 

Cuirass [do]: 

The haramaki-do (cuirass) of honkozane (small individual scales laced 
together), the munaita (breast portion) and waki-ita (under-arm 
portions) of stenciled leather with gilt edging, seven tasset Rusazuri 
(skirt), matching se-ita (cover for the vertical joint in the center of 
the back) and gyoyo (breast pendants) of leather-clad and with gilt 
kajinoha-mon (family crest of paper mulberry), manchira (mantle - 
shoulder covering) 

Sleeves and shoulder guards [kote and sode]: 

The russet iron roppon shino-gote (sleeves) with kajinoha-mon (family 
crest of paper mulberry) on upper plate of each, hiro-sode (wide 
shoulder guards) matching the cuirass and applied with gilt-fittings 
decorated with kajinoha-mon 

Thigh protector and lower leg guards [haidate and sune-ate]: 
The kozane haidate with black-lacquered plates, the russet iron shino 
sune-ate (lower leg guards) 

Accessories: 

The long jinbaori (armor surcoat) with kajinoha-mon on back side and 
another shorter jinbaori of brown imported European fabric with 
hyotan (double gourd) decoration on back side, pair of leather gloves, 
paper signal baton, leather sword scabbard support with braids cords, 
silk hat and wooded armor storage box 

Documents: 

Various documents relating to the ownership by the daimyo 
Matsuura Hiromu (1791-1867) and the purchase of the armor in 


1933 


$150,000-200,000 


PROVENANCE: 

Matsuura Hiromu (1791-1867), the tenth generation daimyo of 
Hirado Clan 

Count Matsuura Family, Nagasaki Prefecture 

lino Motohide, purchased from above on 19 Jan. 1933 
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The classic style armor, O-yoroi was developed for use in mounted 
combat during the Heian period (AD794-1185) when the bow was 
a leading weapon. The large tehen no ana (aperture at the crown 
of the helmet), although arising from the method of construction 
using riveted plates, was originally used to fix the helmet on the 
A edis LL duse. head by means of the topknot. The large fukigaeshi and hiro-sode 
har MART dl could be presented to the opponent as shields against his arrows, 
which service was also provided by the two pendant breast pieces. 
All early armors were composed of rows of hon-kozane (individual 
scales) laced together with silk braid, and some armors had double 
layers of such. Several hundred small scales would be used on the 
cuirass alone, either of hardened leather, iron, or alternating those 
materials. They were lacquered over in rows, and linked vertically 


by silk braid. 


The custom of making armors in classic style for both ceremonial 
and ritual use dates from the late Muromachi period (1392 - 1604), 
but was universal among the daimyo (provincial lords) during the 
Edo period (1604 - 1868). Such ritual armors were very expensive 


and worn only on certain occasions like the annual passage in and ۱ NS — پپ‎ 
= Ws Om een, 
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out of the capital city, Edo, but often displayed on festive occasions 
or dates in respect of ancestors. The custom continued even 

after the end of the Edo period when armor no longer fulfilled a 
practical function. 


The accompanied document states Matsuura Hiromu ordered 
Nagamura Seisai (1767-1820) and Funakoshi Sadakuni to make this 
armor in 1810. 
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A SILVER EWER AND COVER WITH PHOENIX 
SPOUT 


MEIJI PERIOD (LATE 19TH CENTURY), SIGNED ZOROKU HOKO 
AND SEALED (HATA ZOROKU; 1823-1890) 

The compressed globular form ewer, finely cast and chiselled 
with Chinese taotie style masks, dragons and animals in high 
relief set on leiwen (thunder pattern) grounds simulating 
ancient Chinese bronze vessels, the sprout in the shape of a 
phoenix head, jade finial on cover; signature on the bottom 
tier of body 

7% in. (18.1 cm.) high 

With original box inscripted Gin yuwakashi and sealed on 
cover, titled Ho hoshu totetsu mon kashiki, signed Zoroku zo and 
sealed 


$ 15,000-20,000 


Hata Zoroku was a Meiji master in cast metal in the lost- 
wax technique. He learned metalwork techniques in the 
studio of Ryubundo in Kyoto. He was especially renowned 
for his works inspired by archaic Chinese bronzes. A boom 
in Japanese collectors with antiquarian interests spurred 
craftsmen such as Hata Zoroku to focus on the study and 
replication of Chinese antiquities during the Meiji period. 


Hata produced works for the Imperial Household and it is 
known that he made the gold Imperial seal and national seal 
by order of the Imperial Household in 1873. He was under 
consideration as Artist to the Imperial Household (Teishitsu 
Gigeun). He died several days before the announcement of 
these designations 1n 1890. 


For bronze works by Zoroku in the collection of the 
Imperial Household, see The Era of Meiji Bijutsu-kai and 


Nihon Kinko Kyokai, in Meiji byutsu saiken I (Reappraisal 


of Meiji Art I) (Tokyo: Museum of the Imperial Collections, 
Sannomaru Shozokan, 1995), pp. 40-41. 
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A SOF T-METAL-INLAID SHIBUICHI VASE 


MEIJI PERIOD (LATE 19TH CENTURY), SIGNED OJU 
KAZUNORI HO (FUKAWA KAZUNORI II; 1855-1919) 

Of tapering ovoid form with short neck, inlaid in gold, 
silver and shakudo hirazogan, finely chiseled a carp under 
wisteria, carp body with textured shibuichi patina, signature 
to the body 

1074 1n. (26 cm.) high 


$8,000-12,000 


This vase shows the artist's technical excellence and 
creative vision in the free approach to design, perhaps best 
seen in the great swathe of wisteria in katakiri-bori and 
hirazogan in which the flowers and leaves glow like brush 
painting. 


Born in Tokyo, Fukawa Kazunori II (Keizaburo) learned 
metalwork, cloisonne and painting from his father 
Fukawa Kazunori I (Juzaburo), the third son of the 
famous dramatist Gohensha Hanku. He was appointed as 
a professor at the Japan Art Institute (Nihon Bijutsu-in) 
in 1898. 


For a sword guard by the same artist showing similar 


techniques, see Nezu Museum, Pinnacle of Elegance: Sword 


Fittings of the Mitsumura Colelction (Tokyo: Nezu Museum, 
2017), no. 187. 
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A PAIR OF SHIBUICHI TSUBA 


EDO PERIOD (19TH CENTURY), SIGNED SEISHINKEN FUJIWARA 
MOTOTOMO (SAITO MOTOTOMO; ACT. LATE 19TH CENTURY) AND 
INLAID SEAL TOI 


The pair of oval shibuichi tsuba finely carved and chiselled, decorated 
with takabori and iroe takazogan the Eight Immortals in gold, copper, 


shibuichi, shakudo and silver; each signed and sealed 
3% in. (7.9 cm.) and 3% in. (8.6 cm.) diam. (2) 


$3,000-4,000 


PROVENANCE: 
Shimazu Family by repute 
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A PAIR OF PRESENTATION BRONZE VASES 


TAISHO-SHOWA PERIOD (20TH CENTURY), SIGNED AND SEALED 
SHIUN (ICHIOKA SHIUN; 1879-2) 

Each of tapering ovid form with flared short neck, finely hammered 
in low and high relief with mountain landscape, applied with patina 
simulating iron, each with carved inscription Kitashirakawa no miya 
denka gokashikin kinen (Commemoration on receiving imperial gift to 
Kitashirakawa Family); signature and seal to the each body 

12% in. (32.1 cm.) high each 

With hard wood stands and original wood box, titled, signed Ichioka 
Shiun saku and sealed Shiun (2) 


$6,000-8,000 


PROVENANCE: 


Kitashirakawa Family 
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A BRONZE SCULPTURE OF EELS 


TAISHO-SHOWA PERIOD (20TH CENTURY), SIGNED SHIHO 
SAKU (WATANABE SHIHO; 1896-?) 


The sculpture 1n the shape of a pair of swimming eels with 
fluid outlines, finely patinated 1n black; signature on underside 


of the small eel 
10% 1n. (27 cm.) long 
With original wood box signed Shiho saku and sealed Shiho 


$6,000-8,000 
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A PAIR OF SILVER SCULPTURES OF A STAG AND A DOE 
MEIJI PERIOD (LATE 19TH CENTURY), EACH SIGNED TAKATOSHI 
SAKU (FUJII TAKATOSHI), STAG SIGNED KINSHODO ZO (MADE BY 
KINSHODO) 


The silver standing stag and seated doe dynamically cast and chiseled, 
the bodies inlaid with gold, the eyes embellished with 1nlaid copper 
and shakudo, the hooves in shibuichi, the stag with removable gilt 
bronze antlers, each signed to the undersides Takatoshi saku and 

on one hoof of the stag Kinshodo zo; lacquered base decorated in 


hiramaki-e and inlaid mother-of-pearl with maple leaves 

Stag: 15% in (39.7 cm.) tall, 14 in. (27.9 cm.) long 

Doe: 6% in. (15.9 cm.) tall, 8% in. (22.5 cm.) long 

With wood boxes, titled Ginsei ojika (Silver stag) or Ginsei mejika 
(Silver doe), inscriped Senko Takatoshi saku (Made by my deceased 
father Takatoshi), signed Fujii Takayoshi and sealed Takayoshi (2) 


$40,000-60,000 
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A CIRCULAR SILVER BOX AND COVER 


SHOWA PERIOD (20TH CENTURY), SIGNED TAKEO SAKU 
(UNNO TAKEO; 1905-1982) 


Of circular shape, exterior divided in two tiers by shibuichi 
bands, decorated with clouds in inlaid silver beads and 
gold, the cover designed with a heron in inlaid shibuichi 
takazogan with gold inlays and finely chiseled, signed on 
the base 

8/4 in. (21 cm.) diam. 

With original wood box titled Sagi (Heron), dated and 
signed Showa jyuichi nen haru Takeo saku (Made by Takeo 
in Spring 1936) and sealed Ken 


$7,000-9,000 





89 


A SOF T-METAL DECORATED BOX AND COVER 


SHOWA PERIOD (20TH CENTURY), SIGNED YO (NOBUTA 
YO;1902-1990) 


The rectangular wood box with slightly arched cover, decorated 
in finely carved and chiselled silver plates with bear, frogs and 
various aeroplanes in gold and silver high relief, underlined with 
orange fabric; signature on cover 

1۳1 365163 37210.(28:9 x 19.4 X 14-68.) 

With original box inscripted Showa junen no haru saku (Made in 
spring of 1935), signed and sealed Yo on the reverse of cover 


$10,000-20,000 
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A SHIBUICHI OCTAGONAL FLOWER VASE 


TAISHO-SHOWA PERIOD (20TH CENTURY), SIGNED 
MASAMI KORE TSUKURU AND SEALED YOTSUYA GOZAN 
(YOTSUYA MASAMI; 1876-1941) 


Of octagonal cylindrical form, each facet divided into two 
octagons or hexagons with triangle shapes by silver wires, 
four facets with cross-shape decoration in gilt bronze, with 
silver liner, signed and sealed to base 

14% in. (35.9 cm.) high 

With original wood box signed Yoshio saku and sealed 
Yoshio 


$6,000-8,000 


PROVENANCE: 
Nomura Gengoro, Osaka 
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A LACQUER HANGING FLOWER VASE 

SHOWA PERIOD (20TH CENTURY), NAKA SEITARO (1918-7) 
The roiro lacquer hanging flower vase in shape of abstract leaf 
form within a metal circle, with bronze liner and three metal 
hanging extension pods 

18% in. (46 cm.) diam. 

With original wood box signed Sei saku and sealed Naka 


$4,000-6,000 
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A BRONZE INCENSE BOX AND COVER 


SHOWA PERIOD (20TH CENTURY), SIGNED HARUHIKO (OTANI 
HARUHIKO; 1906-1981) 


Of the shape of a square persimmon, exterior in orange bronze patina 
and base in shakudo, inlaid 1n gold, shakudo and silver with dots, gilt 
cover in the form of leaf with inlaid copper details and shibuichi sterm; 
signature on the base 

346 X 17a x 340; (8.0 x 8.6 x 7.6 cim.) 

With original wood box, titled Kaki (persimmon in characters for 
auspicious nobility), dated and signed Showa kanotoi shinshu Otani 
Haruhiko (By Otani Haruhiko in early fall of 1971) and sealed Otani 
Haruhiko 


$4,000-6,000 
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A SOFT-METAL-INLAID BRONZE FLOWER VASE 


SHOWA PERIOD (20TH CENTURY), SIGNED ۶۱۱۵۳۱۱ SAKU (KANAMORI 
EIICHI; 1908-2001) 

In eccentric form of a ovoid top on a tapering foot, top in greenish 
brown patina decorated in inlaid orange bronze and silver with 
curving lines, foot in orange bronze patina, nailed on a trapezoid 
lacquer stand; signature on base 

10% in. (27 cm.) high without base 

With original wood box, dated and signed Showa kanoesaru shoka 
Koryo kojin Eiichi saku (Made by artist Eiichi in early summer of 1931) 
and sealed Kanamori 


$3,000-4,000 


PROVENANCE: 


Marunouchi Bijutsu, Tokyo 


There is a resume written by the artist, stating the piece was made 
for Toyama prefectual exhibition in 1931. 











PROPERTY FROM THE STRONG MUSEUM, SOLD TO BENEFIT THE COLLECTIONS 
FUND 
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A CLOISONNE ENAMEL VASE 


MEIJI PERIOD (LATE 19TH CENTURY), SIGNED KYOTO NAMIKAWA 
(WORKSHOP OF NAMIKAWA YASUYUKI; 1845-1927) 

The tapering ovoid jar decorated in polychrome enamels and silver 
wires with chrysanthemum, two birds and plum tree on a dark brown 


ground, signature on a silver plaque mounted on base, silver rims 
4% in. (11.1 cm. ) high 


$5,000-7,000 


PROPERTY FROM THE STRONG MUSEUM, SOLD TO BENEFIT THE COLLECTIONS 
FUND 
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A CLOISONNÉ ENAMEL VASE 


MEIJI PERIOD (LATE 19TH CENTURY), SIGNED KYOTO NAMIKAWA 
(WORKSHOP OF NAMIKAWA YASUYUKI; 1845-1927) 


The tapering square vase with a flared short neck decorated in 
polychrome enamels and gold wires with wisteria branch on a reddish 
brown ground, signature on a silver plaque mounted on base, silver 
rims 


77۵ in. (20 cm.) high 


$20,000-30,000 
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KATSUSHIKA HOKUSAI (1760-1849) 
Ono no Komachi Invoking Rain (Amagoi Komachi), mid-1810s 


Signed Hokusai aratame Taito hitsu, sealed Musashi shimofusa 
Hanging scroll; ink and color on paper 
S04 424 10. 1127.6 x 02.2 CHE) 


$150,000-250,000 


PROVENANCE: 

Sakai Family collection, Matsumoto, by descent to Sakai Tokichi 
(1915-1993) 

EXHIBITED: 

Tokyu Nihonbashi Department Store Galleries, Tokyo, “Sakai 
korekushon: Ukiyoe 300-nen kessaku ten / Three Hundred Years 
of Ukiyo-e: Exhibition of Masterpieces from the Sakai Collection,” 
October 18—27, 1968 


LITERATURE: 

Nihon Keizai Shinbunsha and Nihon Uktyoe Honzonkai, Sakai 
korekushon: Ukiyoe 300-nen kessaku ten / Three Hundred Years of 
Ukiyo-e: Exhibition of Masterpieces from the Sakai Collection (Tokyo: 
Otsuka Kogeisha, 1968), no. $9. 


The poet Ono no Komachi served in an unknown capacity at 

the imperial court in Kyoto during the mid-ninth century. Her 
surviving work consists of eighteen attributed waka poems honored 
for their candor, introspection and unforced complexity. 


Legend was quick to make a sketch of the person behind the 
intense words. Designated one of the six poet immortals of 
antiquity (Rokkasen) by Ki no Tsurayuki (872—945) and one of 
the thirty-six masters of poetry (Sanjurokkasen) by Fujiwara no 
Kinto (966—1041), she was already a literary icon. By the eleventh 
century, the Komachi image was in place as a woman of matchless 
beauty and wit who was proud of her passions and disdainful of 
her many lovers. Five medieval plays for the Noh theater chart her 
triumphs and eventual fall into decrepitude, penury and madness. 
In Five Modern Noh Plays, Yukio Mishima set her in a 1950s Tokyo 
park as a hag scavenging for cigarette butts who magically summons 
her former self to seduce a young poet—an experience so profound 
that it causes his death. 
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The five Noh plays and two other anecdotes constitute the Seven 
Komachi Episodes (Nana Komachi) that were revitalized for Edo- 
period (1615—1868) audiences in numerous adaptations for ukiyo-e. 
In the painting here, Hokusai represents Komachi Invoking Rain 
(Amagoi Komachi); the Noh play of the same title no longer is 
performed. The story begins with a time of extreme drought during 
the reign of the emperor Junna (r. 823-33), who, historically, 

was on the throne when Komachi presumably was born. In the 
legend, he summons her to compose a poem to Zennyo Ryuo, 

the dragon deity presiding over rain. The narrative borrows from 
rain ceremonies Junna ordered from the monks Kukai and Shubin 
to end a three-month dry spell. After performing observances at 

a temple on an island in the pond of the emperor’s Shinsen-en 
garden, Komachi recites her poem and flings the poem slip on 
which she has written it into the water. Three days of deluge 
follow. 


Hokusai styles Komachi in elaborate Heian-period (794-1185) 
court attire, twelve layered robes, or junihitoe, of different patterns, 
suggested here rather than drawn one on one. She raises her 

arms under her long sleeves to proffer her poem slip and inclines 
her head in supplication. The figure is reminiscent of classical 
renditions of Komachi that show her seated—normally in a light 
outerrobe dotted with flowers, as here—with a closed or open fan. 
The flowers painted on the robe allude to one of Komachi’s most 
famous poems, in which she uses the fading flower as a metaphor 
for the cooling heart of a lover, as well as her own bloom and 
decline. 


The overall impression of the painting is formal and delicate, 
implying that the person who commissioned this painting from 
Hokusai had a particular treatment in mind, specifically one that 
was not, like most Nana Komachi imagery of the Edo period, 
substituting a courtesan for the poet in fashionable contemporary 
dress. Hokusai does manage to insert a bit of his customary 
personalizing in the flip of the hemline and central swathe of 
voluptuous red. It 15 not necessary to intrude the poem associated 
with the scene in the background of the painting or on the poem 
paper for the owner and his sophisticated guests could recite 
Komachi’s composition themselves: 


kotowari ya It is fair to say 

hi no moto nareba that this is the land that rests 
teri mo sen underneath the sun, 

saritote wa mata yet it also lies 

ame ga shita to wa below the liquid heavens. 


Hi no moto in the second line means the land of the rising sun, 
Japan. Ame ga shita in the last line, meaning the whole of the 
country “under the heavens,” is also a homophone for “below the 
rain." 


Hokusai changed his art names as frequently as his residences to 
signal new phases in his work. On this painting he uses the name 
Taito, an abbreviation of Taihokuto, one of the Seven Polar Stars, 
to which the artist was a fervent devotee. The pseudonym accords 
with his work between 1810 and 1820, a period of fruitful painting 
commissions for Hokusai, then in his fifties. The seal on the 
painting, Musashi Shimofusa, 1s more rare. It appears on a hanging 
scroll with the same Taito signature by Hokusai in the National 
Museum of Asian Art, Washington, DC of a young woman 
holding a letter behind her back (Freer1904.185). In his Hokusai 
nikuhitsuga taisei (Compendium of Hokusai paintings; Tokyo: 
Shogakukan, 2000), Nagata Seiji remarks that around ten works 
attributed to Hokusai share this seal and either the art name Taito 
or Gakyorojin manji. He cites as major works with this seal the 
present Komachi Invoking Rain, the Freer woman with letter and a 
handscroll of the four seasons in the Nara Prefectural Museum. 


Komachi Invoking Rain comes from the distinguished collection of 
the Sakai family, who were successful merchants in Matsumoto in 
the mountains of Nagano Prefecture, about 170 kilometers (105 
miles) northwest of central Tokyo. Sakai Yoshitaka (1810—1869), 
the seventh generation of the family, cultivated relationships with 
Hokusai, Hiroshige and their contemporaries. With his brothers 
Teisuke and Senzaburo, Sakai Tokichi (1915—1993) founded 

a private museum on the outskirts of the city in 1982. With 
holdings of over 100,000 Edo-period woodblock prints, paintings, 
screens and books the Japan Ukiyo-e Museum is the largest single 
collection devoted to the genre. While the museum was intended as 
a study center for ukiyo-e, it holds rotating exhibitions, including 
modern and contemporary Japanese prints that have entered the 
collection since the postwar era. The Sakai collection came to 
international attention in exhibitions in 1960 and 1966 at the 
Japanese Art Museum of Haifa, Israel; the Musée Guimet, Paris, 
1961; the New York Public Library and Japan Club, New York, 
1962; The Legion of Honor, San Francisco, 1963; the New York 
World’s Fair, 1964; and in more than sixty exhibitions outside 
Japan since. 
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KATSUSHIKA TAITO II (ACT. 1810-53) 
Beauties Picking Spring Herbs 


Signed Toyo Taito, sealed Shozan no in 
Hanging scroll; ink and color on silk 
15 x 18% in. (38.1 x 46.7 cm.) 


$60,000-80,000 


PROVENANCE: 


Sakai Tokichi (1915-1993) 


EXHIBITED: 

"Nihon Ukiyo-e Hakubutsukan / Nikuhitsu Ukiyo-e meihin ten 
(Masterpieces in the collection of the Japan Ukiyo-e Museum)," Ota 
Memorial Museum of Art, 1985 

Itabashi Art Museum, Tokyo, "Hokusai ichimon nikuhitsuga 
kessakusen: Hokusai DNA no yukue" (Exhibition of masterpieces of 
paintings by Hokusai-school artists: The traces of Hokusai's DNA), 
2008.9.6-- 10.13 


LITERATURE: 

Nihon Ukiyo-e Hakubutsukan / Nikuhitsu Ukiyo-e meihin ten 
(Masterpieces in the collection of the Japan Ukiyo-e Museum) 
(Tokyo: Yomiuri Shinbun, Inc., 1985), cat. no. §2. 

Japan Ukiyo-e Museum, ed., Nihon Ukiyo-e Hakubutsukan / Nikuhitsu 
Ukiyo-e senshu (Selected Ukiyo-e paintings in the Japan Ukiyo-e 
Museum Collection) (Tokyo: Gakken Co., Ltd, 1985). no. 198. 
Sasaki Eriko, ed., Hokusai ichimon nikuhitsuga kessakusen: Hokusai 
DNA no yukue (Exhibition of masterpieces of paintings by Hokusai 
school artists: The traces of Hokusai's DNA) (Tokyo: Itabashi Art 
Museum, 2008), pl. 60. 

John T. Carpenter, ed., Hokusai and His Age (Amsterdam: Hotei 
Publishing, 2005). p. 82. 
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KATSUSHIKA HOKUSAI (1760-1849) 
Snake, bird and cherry blossoms 


Signed saki no Hokusai aratame gakyo rojin manji hitsu 
and with a red seal 

Two paintings mounted as a hanging scroll; ink and 
color on paper 

1078 x 14/511. (25.73 35.0 cm.) each 


$20,000-30,000 


PROVENANCE: 


Sakai Tokichi (1915-1993) 


EXHIBITED: 2 um NENNEN. 2 
“Three Hundred Years of Ukiyo-e / Exhibition of 

Masterpieces from The Sakai Collection," Tobu 
Department Store Gallery, Tokyo, 18-27 October 
1968 

LITERATURE: 

Three Hundred Years of Ukiyo-e / Exhibition of 
Masterpieces from The Sakai Collection (Tokyo: Nihon 
Keizai Shinbun, Inc., 1968). no. 60 


During the Tempo famine, Hokusai worked on 
many of album leaf paintings of birds and animals 
like present lot. The 1835 advertisement by 
publisher Nishimuraya Yuzo refers about the sale 
of album paintings Hokusai. For a closely related 
paintings formerly in Nagata Seiji Collection in the 
Shimane Art Museum, see Nagata Seiji, Hokusai 
Updated (Tokyo: Mori Arts Center Gallery, 2019), 


PP. 255-57. 
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99 
KATSUSHIKA TAITO ۱۱ (ACTIVE CIRCA 
1810-1853) 


DRAGON 


Signed and sealed Katsushika Taito 
Hanging scroll; ink on paper 
25% x 10 in. (64.5 x 25.4 cm.) 


$8,000-12,000 
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KATSUSHIKA HOKUSAI (1760-1849) 
Ayu (sweetfish) 


Signed sakino Hokusai Iitsu hitsu, sealed 
Katsushika 


Ink and slight color on silk, framed 
975 x 16 in. (24.1 x 40.6 cm.) 


$7,000-9,000 
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OKUMURA MASANOBU (1686-1764) 
The actor Sanogawa Ichimatsu | 


Woodblock print with hand painted yellow and red 
pigments, signed Hogetsudo Shoyo Okumura bunkaku 
Masanobu seihitsu (Truely published by Hogetsudo and 
true brush by Okumura Masanobu) and sealed 
Hashira-e: 24% x 6 in. (61.3 x 15.2 cm.) 


$25,000-35,000 
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OKUMURA MASANOBU (1686-1764) 


Takeda Shingen 


Woodblock print, signed Hogetsudo Okumura Bankaku 
Masanobu kinzu, sealed Tanchosai and Masanobu 
Vertical ooban: 22% x 9% in. (57.5 x 24.4 cm.) 


$15,000-25,000 


PROVENANCE: 
Inoue Kazuo (1889-1946), Kanagawa Prefecture 
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TORII KIYOMASU I (ACT. 1696-1716) 
Actors Yamashita Kinsaku and Sawamura Sojuro 


Woodblock print, sumizuri-e with hand-applied color and metallic 
powder, signed Torii Kiyomasu hitsu 
Hosoban: 125 x 6% in. (31.8 x 15.9 cm.) 


$2,000-53,000 
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IPPITSUSAI BUNCHO (ACTIVE CIRCA 1765-1792) 
The actor Nakamura Noshio with a mirror 


Woodblock print, signed Ippitsusai Buncho ga 
Hosoban: 12%4 x 578 in. (32.4 x 14.9 cm.) 


$2,000-3,000 
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KATSUKAWA SHUNJO (?-1787) AND ANONYMOUS 
18TH CENTURY) 

A group of two yakusha-e (actor prints) 


Woodblock print, comprising: 

1) The actor Ichikawa Monnosuke, signed Shunjo ga 

2) The actor Iwai Hanshiro 

1) Hosoban: 11% x §% in. (29.3 x 14.3 cm.) 

2) Hosoban: 12% x SV? in. (32.1 x 14 cm.) (2) 


$2,000-3,000 


PROVENANCE: 


1) Hayashi Tadamasa 


106 
KATSUKAWA SHUNSHO (1726-1792) 
A group of two prints of the actor Ishikawa Danjuro 


Woodblock print, each signed Shunsho ga 
Hosoban: 12% x 528 in. (31.1 x 14.9 cm.) and 12% x §% in. (32.4 x 


14.3 cm.) 


$2,000-3,000 


(2) 





107 109 


UTAGAWA TOYOMARU (ACT. C. 1785-1797) KATSUKAWA SHUNEI (1762-1819) 

The actor Onoe Matsusuke The wrestler Genjiyama Kichidayu 

Woodblock print, signed Toyomaru ga, published by Igaya Kanemon Woodblock print, signed Shunei ga, published by Yorozuya Kichibei, 
(Bunkido) circa 1810 

Hosoban: 12% x §% in. (32.1 X 14.3 cm.) Vertical oban: 15% x 10% in. (38.7 x 26.7 cm.) 

$2,500-3,500 $4,000-6,000 
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KATSUKAWA SHUNSHO (1726-1792) KATSUKAWA SHUNEI (1762-1819) 

The wrestlers Otani Hiroji Ill and Nakamura Sukegoro ll The wrestler Kachozan 

Woodblock print, signed Shunsho ga Woodblock print, signed Shunei ga, published by Nishimuraya 
Vertical hosoban: 11%4 x و‎ in. (29.8 x 12.7 cm.) Yohachi (Eyudo), circa 1790s 


$2,000-3,000 Vertical oban: 15% x 10% in. (38.8 x 26 cm.) 


$4,000-6,000 
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SUZUKI HARUNOBU (1725-1770) 
Beauty washing cloth in a stream 


Woodblock print, signed Suzuki Harunobu ga, circa 1768-69 
Vertical chuban: 11V$ x 8V4 in. (28.3 x 21 cm.) 


$8,000-12,000 
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SUZUKI HARUNOBU (1725-1770) 
Couple reading in a kotasu 


Woodblock print, signed Harunobu ga 
Vertical chuban: 11% x 8% in. (28.3 x 21.3 cm.) 


$8,000-10,000 
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SUZUKI HARUNOBU (1725-1770) 
Courtesan and komuso 


Woodblock print, signed Suzuki Harunobu ga 
Vertical chuban: 11 x 8% in. (27.9 x 21.3 cm.) 


$18,000-25,000 
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SUZUKI HARUNOBU (1725-1770) 
Burning maple leaves to heat sake in a rainy day 


Woodblock print, signed Suzuki Harunobu ga 
Vertical chuban: 11% x 8% in. (28.3 x 21.3 cm.) 


$25,000-3$,000 


PROVENANCE: 
Paul Blondeau, Paris (ca. 1860-1920) 
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SUZUKI HARUNOBU (1725-1770) 


Ofuji of Motoyanagiya the Tooth Brush Shop 
with a Female Customer 


Woodblock print 
Vertical chuban: 11% x 8% in. (28.3 x 21.3 cm.) 


$ 15,000-25,000 


Another impression in the collection of the Museum 
of Fine Arts Boston (21.4461). 
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SUZUKI HARUNOBU (1725-1770) 
Young man hiding under umbrella in snow 


Woodblock print, signed Harunobu ga 
Vertical chuban: 1114 x 8% in. (28.6 x 21.3 cm.) 


$30,000-40,000 


The picture alludes to the sad story of ninth-century poet 
Ono no Komachi and her lover Fukakusa-no-Shosho 
(General Fukakusa). Komachi demanded Fukakusa of 
one hundred night-long visits on a platform which was 
used for tying up ox-drawn carriages. He dutifully came 
on foot to visit her every night, regardless of absolute 


darkness, rain or snow. The story ends tragically as 
Fukakusa froze to death in deep snow with his mission 
unfinished on the very last night. The same print is 

in the collection of th Museum of Fine Arts, Boston, 
accession no. 21.4393. 
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SUZUKI HARUNOBU (1725-1770) 
Fishing at night 


Woodblock print, from the series Chidori Tamagawa 
(Plovers and the Jewel Rivers), signed Harunobu ga 
Vertical chuban: 107% x 7% in. (27.6 x 19.4 cm.) 


$15,000-20,000 
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UTAGAWA TOYOHARU (1735-1814) 
Ki (Board games) 


Woodblock print, from an untitled series known 
as Kinkishoga (The four accomplishments), signed 
Utagawa Toyoharu ga, published by Urokogataya 
Magobei, circa 1772-75 

Vertical ooban: 17% x 13% in. (44.5 x 34.6 cm.) 


$6,000-8,000 
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UTAGAWA TOYOKUNI (1769-1825) 
The actor Onoe Shosuke 


Woodblock print, signed Toyokuni ga, published by 
Maruya Bunemon (Bunjudo) 
Hosoban: 12%4 x 578 in. (32.4 X 14.9 cm.) 


$1,500-2,000 
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UTAGAWA TOYOKUNI (1769-1825) 
The actors Segawa Kikunojo and Arashi Hinasuke 


Woodblock print, signed Toyokuni ga, published by 
Tsuruya Kiemon (Senkakudo), circa 1799 
Vertical oban: 14% x 10 in. (37.8 x 25.4 cm.) 


$2,000-3,000 
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UTAGAWA TOYOKUNI (1769-1825) 
Hitomoto from the the house of Daimonjiya 


Woodblock print, signed Toyokuni ga, published by 
Izumiya Ichibei (Kansendo) 
Vertical oban: 15% x 10% in. (39.1 x 25.7 cm.) 


$4,000-6,000 
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UTAGAWA TOYOKUNI (1769-1825) 
The Actor Segawa Kikunojo III as the Shop Boy Chokichi 


Woodblock print, signed Toyokuni ga, published by Izumtya Ichibei 
(Kansendo), circa 1796 
Vertical oban: 1472 x 9% in. (36.8 x 24.8 cm.) 


$4,000-6,000 
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UTAGAWA TOYOKUNI (1769-1825) 


The Actors Sawamura Gennosuke, Sawamura Tozo 
and Arashi Kanjuro 


Woodblock print, signed Toyokuni ga, published by Tsuruya 
Kinsuke (Sokakudo) 
Vertical oban: 15/4 x 10% in. (38.6 x 25.7 cm.) 


$4,000-6,000 
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KITAGAWA UTAMARO (1754-1806) 
Noda no Tamagawa (The Noda Jewel River) 


Woodblock print, from an untitled series known as Mu 
tamagawa (Six jewel rivers), signed Utamaro hitsu, published by 
Matsumura Tatsuemon, circa 1795-96 

Vertical oban: 15% x 10 in. (38.4 x 25.4 cm.) 


$20,000-30,000 
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KITAGAWA UTAMARO (1754-1806) 
Machiya no mekake (Mistress of merchant) 


Woodblock print, from the series Tosei onna fusoku tsu (A 
guide to contrampory women style), signed Utamaro hitsu, 
published by Murataya Jirobei (Etyudo), circa 1801-02 
Vertical oban: 14% x 9% in. (37.1 x 24.4 cm.) 


$6,000-8,000 
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KITAGAWA UTAMARO II (D. CIRCA 1831), 
KATSUKAWA SHUNKO II (SHUNSEN, CIRCA 1762- 


1830), ANONYMOUS (19TH CENTURY) 

A group of three prints 

Woodblock print, comprising: 

1) Susono no Fuji (Mount Fujin seen from Susono), signed 
Utamaro hitsu, published by Yamaguchiya Tobei (Kinkodo); 
2) Traveller at Enoshima, signed Kashosai Shunsen ga, published 
by Sanoya Kihei (Kikakudo); 

3) Fuji at distance 

1) 1074 x 15 1n. (26 x 38.1 cm.) 

2) 72 xX 14/21n.(10-Xx 36.5 cm.) 

3) 10% x 15% 1n. (26 x 39.1 cm.) (3) 


$2,000-3,000 
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ANONYMOUS (LATE 18TH-EARLY 19TH CENTURY) 
A group of four shunga (erotic prints) 

Woodblock print, comprising: 

1) Couple on veranda, from the series Setsugetsuga 

2) Couple under a kaya (mosquito net) 

3) Pillow talk 

4) Couple having sex 

1) Horizontal aiban: 8% x 10% in. (21 x 27 cm.); 

2)-4) Horizontal aiban: 8Y4 x 11% in. (21 x 28.9 cm.) each 


approx. (4) 


$4,000-6,000 
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ATTRIBUTED TO KITAO MASAYOSHI (LATE 18TH- 
EARLY 19TH CENTURY) 

Courtesans and their calligraphy 

Woodblock print, published by Tsuruya Kiemon (Senkakudo) 
Double oban: 14% x 19% in. (37.1 x $0.7 cm.) 


$2,000-3,000 
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Fukurotojibon (puch binding); hanshibon: 814 x $4 in. (21 x 14 


Woodblock-printed illustrated book; 3 volumes with blue 
cm.) 


Ehon warai jogo (Picture book: the laughing drinker) 
paper covers with blue title slips, published circa 1803 


KITAGAWA UTAMARO (1754-1806 


$20,000-30,000 


12 
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UTAGAWA KUNISADA (1786-1864) 


Enshi goju yojo (Amorous Murasaki finds pleasure in 
fifty-some chapters ) 


Woodblock-printed illustrated book; 3 volumes with 
white paper covers, orange title slips and Tale of Genji 
chapter signs, signed Pukiyomatahei ga, published circa 5 
Fukurotojibon (puch binding); obon: 10% x 7.18 in. (25.7 x 
18.1 cm.) (3) 


$30,000-40,000 
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TOSHUSAI SHARAKU (ACT. 1794-95) 


The actor Matsumoto Yonesaburo as the courtesan 
Kewaizaka no Shosho, Actually Shinobu, the Younger 
Daughter of Matsushita Mikinoshin 


Woodblock print with silver mica ground, signed Toshusai Sharaku 
ga, published by Tsutaya Juzaburo (Koshodo), sth month 1794 
Vertical oban: 15 x 10 in. (38.1 x 25.4 cm.) 


$150,000-250,000 


The play is the story of the revenge taken by two sisters, Miyagino 
and Shinobu (shown here), for their father Matsushita Mikinoshin, 
who has been murdered by Shiga Daishichi. This character has 
become a courtesan in order to gain access to the assassin. Other 
impressions are held in the Spaulding and the Bigelow collections 
of the Museum of Fine Arts, Boston; the Musée National des Arts 
Asiatiques-Guimet, Paris; and the Honolulu Academy of Arts. 


The ground of thick, dark mica 1s 1ndicative of luxury production 
by the publisher, Tsutaya Juzaburo, who was the promoter genius 
behind so many great artists of the late eighteenth century, among 
them Utamaro, Choki, Kitao Masanobu and Kiyonaga. The seal 
of a clump of ivy under Mount Fuji in the lower left of this image 
refers to the publisher's establishment, Tsutaya, House of the Ivy. 
Tsutaya composed poetry with other sophisticates in the Yoshrwara 
Circle under the name Tsuta no Karamaru, Entwined in the Ivy. 


Tsutaya’s collaboration with Sharaku took place in ten months 

in 1794, resulting in twenty-eight actor close-ups of astonishing 
boldness and invention. They are close-ups in the modern sense, 
using a raised eyebrow, a furrowed brow, single prop or simple 
gesture to snap the scene. Debate continues on whether the 
existence of so few of the actor likenesses is because they were 
unpopular for their frankness or whether Tsutaya found their 
production too expensive. A reasonable theory proposed by Asano 
Shugo is that Tsutaya only released small editions on account of 
their fine printing, coloring and embellishments in the manner of 
deluxe commissions of surimono and poetry albums. 
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KATSUSHIKA HOKUSAI (1760-1849) 
Tokaido Hodogaya (Hodogaya on Tokaido) 


Woodblock print, from the series Fugaku sanjurokkei 
(Thirty-six views of Mount Fuji), signed Hokusai aratame 
litsu hitsu, published by Nishimuraya Yohachi (Eijudo), 
circa 1830-31 

Horizontal oban: 924 x 14% in. (24.8 x 36.8 cm.) 


$20,000-30,000 
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KATSUSHIKA HOKUSAI (1760-1849) 
Tokaido Yoshida (Yoshida on Tokaido) 


Woodblock print, from the series Fugaku sanjurokkei 
(Thirty-six views of Mount Fuji), signed Hokusai aratame 
litsu hitsu, published by Nishimuraya Yohachi (Eijudo), 
circa 1830-31 

Horizontal oban: 9% x 15 in. (24.8 x 38.1 cm.) 


$20,000-30,000 
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KATSUSHIKA HOKUSAI (1760-1849) 
Sanka hakuu (Storm below the summit) [Black Fuji] 


Woodblock print, from the series Fugaku sanjurokkei (Thirty-six 
views of Mount Fuji), signed Hokusai aratame Iitsu hitsu, published by 
Nishimuraya Yohachi (Eyudo), late 1831 

Horizontal oban: 1014 x 15 in. (26 x 38.1 cm.) 


$200,000-300,000 


This iconic print, from Hokusai's great series Thirty-Six Views of Mt. 
Fuji, is instantly recognisable due to the extent to which this series 
has been reproduced throughout the world. 


Hokusai was about seventy years old when he began the series 

and his fascination with depicting Mt Fuji was to continue until 
his death. At the centre of his art was the constant re-working of 
concepts and forms, which is clear to see in his many depictions of 
the famous mountain. In this case, on the surface there are minimal 
alterations when compared to the composition of another iconic 
print in the series, South Wind, Clear Sky and yet upon closer 
inspection the two designs could not be more different. South 
Wind, Clear Sky has a calm brightness to it, however the present 
print, with almost 1dentical composition of mountain, trees and 
sky, has a dark agitation as a sudden storm sparks at the base of the 
mountain, with forks of hghtning spiking across the lower slopes 
and the clouds have come down to cluster around the mountain. 
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KATSUSHIKA HOKUSAI (1760-1849) 
Under the Mannen Bridge at Fukagawa 


Woodblock print, from the series Fugaku sanjurokkei 
(Thirty-six views of Mount Fuji), signed Hokusai aratame 
Iitsu hitsu, published by Nishimuraya Yohachi (Eyudo), circa 
1830-31 

Horizontal oban: 97$ x 14% in. (25.1 x 36.8 cm.) 


8 10,000-15,000 
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KATSUSHIKA HOKUSAI (1760-1849) 
Shojin tozan (Groups of mountain climbers) 


Woodblock print, from the series Fugaku sanjurokkei (Thirty- 
six views of Mount Fuji), signed Saki no Hokusai Iitsu hitsu, 
published by Nishimuraya Yohachi (E1jjudo), circa 1831-34 
Horizontal oban: 10% x 15 in. (25.7 x 38.1 cm.) 


$8,000-10,000 
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KATSUSHIKA HOKUSAI (1760-1849) 
Gaifu kaisei (Fine wind, clear weather) [“Red Fuji] 


Woodblock print, from the series Fugaku sanjurokkei (Thirty-six 
views of Mount Fuji), signed Hokusai aratame Iitsu hitsu, published by 
Nishimuraya Y ohachi (Eijudo), late 1831 

Horizontal oban: 9% x 14% 1n. (24.4 x 37.1 cm.) 


$200,000-300,000 


Despite the omnipotence of the “Great Wave", the Japanese, and 
most connoisseurs, find “Red Fuji" the centerpiece of Hokusai’s 
Thirty-six Views of Mount Fuji. It, like its variant “Storm below 
the summit,” is the only design without human element in a set 
otherwise devoted to activities in familiar places, presided over 

by the sacred mountain. The scene here 1s late summer or early 
autumn on the eastern side of the volcano. Dawn is breaking over 
the Pacific Ocean, flushing the slopes, here printed in brick red 
and brownish saturations at the crown. The fine wind of the title 
is blowing from the south, penetrating cumulus clouds that the 
Japanese liken to a shoal of small fish. The great off-center triangle 
of the mountain reduces the tree line to a peppering of blue dots. 
Unusual in Japanese depictions of sky, the air 15 a wide swath of 
Berlin blue pigment, a novelty import in the 1830s, that gradually 
darkens to the top. In this impression, the printer has gone for 
dramatic effect with measured fuss, using the natural grain of the 
wood block for contour and contrast. 


With utmost simplicity of shapes and palette, Hokusai delivers not 
verisimilitude but a sensation of the majesty and supernatural power 
that inspired his personal devotion to Mount Fuji, as 1s obvious 
from his countless drawings of it that culminate in his 1834 book 
One Hundred Views of Mount Fuji. Unlike other prints in the series 
in which he uses perspective to link the foreground human scene 
to the background theme, Mount Fuji, his emphasis on two- 
dimensionality is deliberate: 1t accentuates both the symbolic aspect 
and the visual drama. Much has been said about the influence of 
this design on Western painters a few generations later, in particular 
the parallel between Cézanne/Mont Sainte Victoire and Hokusai/ 
Fuji. Both artists revered a mountain for its cultural and physical 
significance. While they invented unique combinations of form 

to express it, the mode is abstraction that defies age. For the 
astonishing variety of printings of “Red Fuji,” one 15 commended 
to comparably fine impressions in museum collections accessible 
online. 
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KATSUSHIKA HOKUSAI (1760-1849) 


Bushu Tamagawa (The Tama “Jewel” River in Musashi 
province) 


Woodblock print, from the series Fugaku sanjurokkei (Thirty-six 
views of Mount Fuji), signed Saki no Hokusai Iitsu hitsu, published by 
Nishimuraya Yohachi (Eijudo), circa 1830-31 

Horizontal oban: 9% x 14 in. (25.1 x 35.6 cm.) 


$15,000-25,000 


The Jewel River in Musashi Province (Musashi Tatsukuri) 1s known 
as one of the Six Jewel Rivers (Mu Tamagawa) often depicted as a 
subject of allusive picture (mitate-e) of beauties by many artists. 


This river is written in a poem by an unknown poet contained 
in vol. 14 of the Man'yoshu (Collection of a Myriad Leaves), the 
anthology of classic verse written before 760: 


Tamagawa ni sarasu tetsukuri sarasarani mukashi no fude to sarani 
omowazu 


(When I bleach the softest hand-made cotton in the Jewel River, I 
recall the love letter I once wrote to you.) 
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KATSUSHIKA HOKUSAI (1760-1849) 
Soshu Hakone no kosui (Hakone Lake in Sagami Province) 


Woodblock print, from the series Fugaku sanjurokkei (Thirty-six 
views of Mount Fuji), signed saki no Hokusai Iitsu hitsu, published by 
Nishimuraya Yohachi (Eijudo), circa 1830-32 

Horizontal oban: 9/2 x 14% in. (24.1 x 36.5 cm.) 


$30,000-40,000 


۲ 


l 
i 
i 


۴ ٩ 
Sp 
S 
48 
۳ 
ai 
k 


۱ 


yes 
Ant میج‎ 





141 


KATSUSHIKA HOKUSAI (1760-1849) 


Kanagawa oki nami ura (Under the well of the Great 
Wave off Kanagawa) 


Woodblock print, from the series Fugaku sanjurokkei 
(Thirty-six views of Mount Fuji), signed Hokusai aratame 
Titsu hitsu, published by Nishimuraya Yohachi (Eyudo) 
Horizontal oban: 10 x 14% in. (25.4 x 37.8 cm.) 


$300,000-400,000 


Hokusai was obsessed by wave imagery throughout his 
long career, but The Great Wave, his best-known print and 
an icon of Japanese art and design, has dazzled generations 
of Western artists, not to mention collectors. Less well 
known 1s the fact that Hokusai himself took inspiration 
from the West, specifically from eighteenth-century Dutch 
imagery in imported manuals on perspective and from 
colleagues who worked in Western style. He became 
interested 1n linear perspective and Western techniques 
early in his career. The starting point for Hokusai is his 
1805 woodblock print of a tsunami-like wave cresting 
ominously over three small cargo boats in a print that 
predates The Great Wave by thirty years. Mindful of 

the latest fashions, he was obviously imitating a Dutch 
copperplate engraving, complete with perspective and 
simulated roman script. He even imitated a Western frame 
and wrote the title horizontally. Shiba Kokan (1747-1818) 
made etchings as early as the 1780s and brought the vue 
d'optique into the Japanese arena. By the early years of the 
nineteenth century, Hokusai was translating the effects of 
copperplate into the medium of woodblock prints. For a 
detailed review of this subject, see Timon Screech, “The 
Meaning of Western Perspective in Edo Popular Culture,” 
Archives of Asian Art, vol. 47 (1994). 


This experimentation with Western notions appears most 
obvious in a schematic study in spatial recession in the 
Hokusai Manga, in 1815. Hokusai demonstrates rules of 
Western linear perspective to create space and depth, with 
large objects placed conspicuously in the foreground. 
Hokusai adopted these principles only when he wanted, 
and only if they were meaningful to his design, as in the 
case of The Great Wave in 1830. 
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KATSUSHIKA HOKUSAI (1760-1849) 


Mikawa no Yatsuhashi no kozu (Ancient view of 
Yatsuhashi in Mikawa) 


Woodblock print, from the series Shokoku meisho kiran 
(Remarkable views of bridges in various provinces) 
Horizontal oban: 10 x 14% in. (25.4 x 37.5 cm.) 


$3,000-4,000 


For another print from same state, see the collection 
of The Metropolitan Museum of Art (JP1398). 
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KATSUSHIKA HOKUSAI (1760-1849) 


40 Izumizaki yagetsu (Evening moon at Izumizaki) 


۷ ۳2 7 
UY Woodblock print, from the series Ryukyu hakkei (Eight 
32 سس‎ views of Ryukyu), signed Saki no Hokusai litsu hitsu, 

EON o4 ۱ Circa 1832 


Horizontal oban: 9% x 14 in. (24.4 x 35.6 cm.) 


$4,000-6,000 
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KATSUSHIKA HOKUSAI (1760-1849) 
Goto kujira tsuki (Whaling off the Goto Islands) 


Woodblock print, from the series Chie no umi (One thousand pictures 


144 of the ocean), signed Saki no Hokusai Iitsu hitsu, circa 1833 
KATSUSHIKA HOKUSAI (1760-1849) Horizontal chuban: 7% x 10% in. (18.7 x 25.7 cm.) 
Tokaido Okazaki Yahagi no hashi (Yahagi Bridge $20,000-30,000 
| at Okazaki on the Tokaido Road) 
eec |j m A a im ۱ Woodblock print, from the series Shokoku meisho kiran 


(Remarkable views of bridges in various provinces), 
signed saki no Hokusai Iitsu hitsu, published by 
Nishimuraya Y ohachi (Eijudo), circa 1834 
Horizontal oban: 104 x 15%4 in. (26 x 38.7 cm.) 


$25,000-35,000 
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KATSUSHIKA HOKUSAI (1760-1849) 
Kameido Tenjin taikobashi (The Drum Bridge at Kameido 
Tenjin Shrine) 


Woodblock print, from the series Shokoku meisho kiran (Remarkable 
views of bridges in various provinces), signed saki no Hokusai litsu 
hitsu, published by Nishimuraya Yohachi (Eyudo), circa 1834 
Horizontal oban: 104 x 15% in. (26 x 38.4 cm.) 


$2.5,000-35,000 
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KATSUSHIKA HOKUSAI (1760-1849) 
Suo no kuni Kintaibashi (Kintai Bridge, Suo Province) 


Woodblock print, from the series Shokoku meikyo kiran (Remarkable 
views of bridges in various provinces), signed Saki no Hokusai ۸ 
hitsu, published by Nishimuraya Yohachi (Eyudo), circa 1834 
Horizontal oban: 10 x 14% in. (25.4 x 37.8 cm.) 


$20,000-30,000 
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KATSUSHIKA HOKUSAI (1760-1849) 
Yodogawa (Moonlight at Yodo River) 


Woodblock print, from the series Setsugekka (Snow, moon and 
flowers), signed Saki no Hokusai litsu hitsu, published by Nishimuraya 
Yohachi (Eyudo), circa 1833 

Horizontal oban: 9% x 14% in. (24.9 x 36.9 cm.) 


$15,000-20,000 
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KATSUSHIKA HOKUSAI (1760-1849) 
Yoshino (Cherry blossoms at Yoshino) 


Woodblock print, from the series Setsugekka (Snow, moon and 
flowers), signed Saki no Hokusai Iitsu hitsu, published by Nishimuraya 
Yohachi (Eyudo), circa 1833 

Horizontal oban: 1014 x 15 in. (26 x 38.1 cm.) 


$20,000-30,000 
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KATSUSHIKA HOKUSAI (1760-1849) 

Poppies 

Woodblock print, from an untitled series known as Large 
Flowers, signed Saki no Hokusai Iitsu hitsu, published by 


Nishimura Yohachi (Eijudo), circa 1833-34 
Horizontal oban: 9% x 14% in. (24.4 x 36.8 cm.) 


$90,000-120,000 


Set against a pale blue background, the fully bloomed and 
budding poppies bend in wind towards the right. The 
appreciateable wood grain of the background in this early 
impression adds pleasant effect of water surface with ripples. 
Hokusai purposely employed coarse and blurry outlines 

to convey the dynamic feeling of flowers swinging in the 
strong wind. This unconventional composition, similar to 
the famous Great Wave, creates a fascinating visual challenge 
for Edo Period Japanese audiences who were accustomed to 
read pictures from the right to left. Some scholars regard this 
design as the best composition in the series (Sarah Thompsen, 
Hokusai. Boston: MFA Publications, 2015. Pp 105). 


Hokusai's production of this Large Flowers series elevated 
bird-and-flower prints from an overlooked genre to a popular 
one. By depicting the flowers close-up, Hokusai captured the 
characters of each flowers in this series as if they were 18th 
century European figure portraits. The delicate treatment 

of nature and the simple but striking color combination 
influenced heavily on 19th century European art, especially 
the movement of Art Nouveau. 
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KATSUSHIKA HOKUSAI (1760-1849) 

Lilies 

Woodblock print, from an untitled series known as Large Flowers, 
signed Saki no Hokusai Iitsu hitsu, published by Nishimuraya 


Yohachi (Eyudo), circa 1833-34 
Horizontal oban: 10 x 14%4 in. (25.4 x 36.2 cm.) 


$70,000-90,000 


PROVENANCE: 

Henri Vever (1854-1943), Paris, sold at Sotheby's London, Highly 
Important Japanese Prints, Illustrated Books and Drawings from the Henri 
Vever Collection: Part I, 26 March 1974, lot 298 

Huguette Berés, Paris, sold at Sotheby's Paris, Collection Huguette 
Berès: estampes, dessins et liveres illustres Japonais, 27 November 2002, 


lot 97 


Hokusai's intention of portraying flowers in an anthropomorphic 
manner is well demonstrated in this design. He avoided using 

a full front angle, in the same manner of portraying courtesans 
at the time. Portrayed against a plain background, the lilies in 
various blooming stages occupied the entire picture. The various 
stages perhaps resemble different stages of a courtesan’s life. The 
start-to-bloom lily is slightly intimidated and almost closing 
herself, but the tiny open pedal tips suggest her unconceivable 
curiosity; the half-bloom one, though turning to her side, is 
waiting quietly for her moment; the fully bloomed lily at the 
bottom glories in her beauty much like a parading geisha. The 
buds, only revealing their tips, are reminiscent of maiko, or the 
apprentice geisha. A group portrait of beauties in Yoshiwara 1s 
presented here. 
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KATSUSHIKA HOKUSAI (1760-1849) 
Fugaku hyakkei (One hundred views of Mount Fuji) 


Woodblock-printed illustrated book; 3 volumes; vols. 1 
and 2 pink embossed paper covers with printed falcon- 
feather title slips; vol. 3 orange red paper cover with printed 
title slip; block cutters Egawa Tomekichi (vols. 1, 2) and 
Egawa Sentaro (vol. 3); published in Nagoya by Eirakuya 
Toshiro (Tohekido) and in Edo by Kadomaruya Jinsuke, 
Nishimuraya Yuzo and Nishimuraya Yohachi (Eyudo) 

and others, vols. 1, 2; published in Nagoya by Eirakuya 
Toshiro (Tohekido) and others, vol. 3; artist’s signature Saki 
no Hokusai Iitsu aratame gakyo rojin Manji hitsu (drawn by 

the former Hokusai litsu changing his name to Manji, the 
old man crazy about drawing at 75 [vol. 1] and 76 [vol. 2]); 
preface by Ryutei Tanehiko (1783-1842) 

Fukurotojibon (pouch binding) hanshibon: 87$ x 6% in. (22.5 
x 15.6 cm.) each approx. (3) 


$20,000-30,000 


PROVENANCE: 


Albert Maroni (1852-1923) Collection, Paris 


Among the many publications in English that address One 
Hundred Views of Mount Fuji, Hokusai's masterpiece 

of book illustration, see the following for cataloguing, 
images and commentary: Henry Smith, Hokusai: One 
Hundred Views of Mount Fuji (New York: Braziller, 
1988); Roger S. Keyes, Ehon: The Artist and the Book in 
Japan (The New York Public Library in association with 
The University of Washington Press, Seattle and London, 
2006), cat. no. 54 (notes on page 286 give complete 
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cataloguing and edition details); British Museum curatorial p ge | 
ig Qe T وا‎ í 
PS ۱ 


comments to accession number 1979,0305,0.454.1, ^ 





accessible online; Timothy Clark, ed., Hokusai: Beyond 
the Great Wave (The British Museum; Thames and 
Hudson, 2017); and Timothy Clark “One Hundred Views 
of Mount Fuji" PDF accessible online. 
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KATSUSHIKA HOKUSAI (1760-1849) 
Denshin kaishu Hokusai Manga 


Woodblock-printed illustrated books; 15 volumes with 
various colored paper covers with white title slips; published 
by Eirakuya Toshiro (Tohekido), circa 1814-1878 
Fukurotojibon (puch binding); hanshibon: 8% x 5% in. (22.2 x 
14.6 cm.) each approx. (15) 


$20,000-30,000 
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This set of three erotic books, first printed in 1814, is considered 
one of the best examples of shunga. Each starting with an okubi-e 
of a courtesan, rarely-seen among Hokusai's creations, followed 
by 7 double-pages of erotic scenes and concludes with a close-up 
depiction of genitalia. 


Among these intense illustrations, the most well-known and 
ubiquitous image is Tako to ama (Octopus and Shell Diver). This 
image astounded western audiences upon its introduction to France 
in the late 19th century. People initially read the picture, without 
comprehending the accompanying text, as the octopi intertwined 
with a corpse laying among rocks. In Western mythologies, the 
octopus is sometimes regarded as an evil figure from the terrifying 
ocean, like the Kraken from Scandinavian folklore. Thus, this image 
was interpreted as a demonstration of sexual pleasure associated 
with the terror of death. The text as well as the girl's hand grasping 
the tentacle, however, suggest the diver being fully conscious and 
purely enjoying the ecstasy. 


Other illustrations in the books also convey deep human lust 
regardless of gender and ethics. One such image depicts a violent 
scene in which a rice maker intends to rape a young girl. The 
perpetrator is portrayed as an ugly and filthy figure who could not 
arouse any joy to viewers. Nonetheless, the picture is so vivid that 
the strong and primitive desire the figure carries delivers to viewers 
firmitively before they make any moral judgement. The books 
manifest Hokusai's fertile imagination as well as the almost primal 
cultural atmosphere during the Edo Period. It was not until late 
19th century when the Meiji government introduced and adopted 
the modern value — in other terms, the Western values — that 

the Edo culture, which impacted many great Japanese artists like 
Hokusai, started to diminish. 
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KATSUSHIKA HOKUSAI (1760-1849) 
Plum blossoms and moon 
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KATSUSHIKA HOKUSAI (1760-1849) 


A visit to the pleasure quarter 


lock print, fi he al H Fuji (Fuji i i 
Wend "i we on M E pring Woodblock print, surimono, embellished with metallic pigment, 
2 ^ signed Gakyojin Hokusai ga, circa 1803 


Horizontal aiban: 81/2 x 12% in. (21.6 x 31.4 cm.) Sr d Mia 


Uncut Obosho surimono: 16% x 22% in. (41.6 x 56.5 cm.) 
156 $2,000-3,000 


KATSUSHIKA HOKUSAI (1760-1849) 
Menou ishi (Agate) 


Woodblock print, surimono, embellished with metallic 
pigment and embossing, from the series Uma zukushi 


$6,000-8,000 


(Selection of horses), signed Fusenkyo Iitsu hitsu, 1822 
Shikishiban surimono: 8 x 7V8 in. (20.3 x 18.1 cm.) 


$5,000-7,000 


, 


MÀ بو‎ See 
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KUBO SHUNMAN(1757-1820) 
Rei (Coutersy) 


Woodblock print, surimono, embellished with metallic pigment 
and embossing, from the series Katsushika goban (Five prints for the 
Katsushika Poetry Club), sealed Shunman 

Shikishiban surimono: 7/8 x 6% in. (18.1 x 16.8 cm.) 


$4,000-6,000 
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TEISAI HOKUBA (1771-1844) 
Day dreaming 


Woodblock print, surimono, embellished with metallic pigment and 
embossing, from the series Makura no soshi (The pillow book), signed 
Teisai, circa 1820 

Shikishiban surimono: 8Y6 x 7⁄8 in. (21.3 x 18.1 cm.) 


$3,000-4,000 
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TOTOYA HOKKEI (1780-1850) 
Beauty staring at plum blossom 


Woodblock print, surimono, embellished with metallic pigment, 
signed Oju Hokkei ga 
Shikishiban surimono: 778 x 7 in. (20 x 17.8 cm.) 


$3,000-4,000 


162 
TOTOYA HOKKEI (1780-1850) 
Kyoshi (Jiang Shi) 


Woodblock print, surimono, embellished with metallic pigment, from 
the series Shipporen nijuyonko (Twenty-four paragon of filial piety for 
the Shipporen), signed Go Hokkei 

Shikishiban surimono: 8Y4 x 7V&in. (21 x 18.1 cm.) 


$5,000-7,000 
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RYURYUKYO SHINSAI (1764?-1820) 
Dressing the hair 


Woodblock print, surimono, embellished with metallic pigments 
and embossing, from the series Goshiki no uchi (Five colors), signed 
Shinsai, circa 1820 

Shikishiban surimono: 8¥% x 7 in. (21 x 17.8 cm.) 


$3,000-4,000 
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TOTOYA HOKKEI (1780-1850) 
Still life in an artist's studio with a portrait of a courtesan 


Woodblock print, surimono, signed Hokkei ga 
Vertical oban surimono: 14% x 10% in. (37.1 x 27.3 cm.) 


$15,000-20,000 
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YASHIMA GAKUTEI (1786-1868) 
Muneyuki shoots a tiger 


Woodblock print, surimono, signed Gakutei, circa 1829 
Shikishiban surimono: 8Y4 x 7% in. (21 x 18.4 cm.) 


$4,000-6,000 
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YASHIMA GAKUTEI (1786-1868) 
Plum blossoms and blowfish 


Woodblock print, surimono, signed Gakutei Harunobu, circa 1810s 
Shikishiban surimono: 7% x 7 in. (19.7 x 17.8 cm.) 


$4,000-6,000 


PROVENANCE: 


Katherine Ball (1859-1952), San Francisco 
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ANONYMOUS (EDO PERIOD, 19TH CENTURY) 
A Presentation of New Year's Gift 


Woodblock print, surimono, embellished with metallic 
pigment and embossing 
Shikishiban surimono: 8V8 x 7 in. (20.6 x 17.8 cm.) 


$2,000-3,000 
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YASHIMA GAKUTEI (1786-1868) 
Two court attendents watch the year's first sunrise by their 
carriage 


Woodblock print, surimono, embellished with metallic pigment and 
embossing, signed Gakutei 
Horizontal chuban: 7% x 10% in. (19.4 x 27 cm.) 


$5,000-7,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Asahina under cherry blossom 


Woodblock print surimono, signed Hiroshige hitsu and sealed, 1847 
Ebangire surimono: 2194 x 7% in. (55.2 x 19.4 cm.) 


$10,000-15,000 


According to the inscription, this series of Asahina surimono 
started in 1798 (commissioned by Sakuragawa Bihinari [1762- 
1833?] to Utagawa Toyohiro [1774-1830]), and the present lot 
is commissioned in 1847 by Sakuragawa II to Utagawa II, here 


referring to Toyohiro's student Hiroshige. 
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UTAGAWA KUNIYOSHI (1797-1861) 


Boy's day decoration with Danjuro as The Demon Queller 
Shoki 


Woodblock print, surimono, signed Ichiyusai Kuniyoshi ei, sealed 
Kuniyoshi, circa 1849 
Obirobosho surimono: 1514 x 2178 in. (38.7 x $5.6 cm.) 


$30,000-40,000 


PROVENANCE: 


Henri Vever (1854-1943), Paris 


This oversize surimono was commissioned by two groups of wealthy 
fishmongers, the Shinga and the Uogashi, on the occasion of 

the departure for Osaka by the celebrated by the celebrated actor 
Ichikawa Danjuro VIII, also known as Sansho after his family's 
distinctive crest. The actor was about to visit his famous father 
Danjuro VII (Ebizo V), who had been living in the Kansai 

area since 1842 after his exile from Edo for infractions of the 
government's sumptuary laws. 


Danjuro VIII is portrayed as Shoki (known in China as Zhong 
Kui) a Chinese mythological figure easily recognizable by 

his bulging eyes, bushy beard, military outfit, scholar's hat, 

and straight, double-edged sword whose hilt is just visible in 
Kuniyoshi's image. In Japan it became common for families with 
boys to hang Shoki's image on banners outside their homes, along 
with large paper carp, to celebrate the Boy's Festival on the fifth 
day of the fifth month. Shoki paintings also acted as talismans 
against bad luck and disease, and assured future health and 
prosperity; sentiments that the actor's fan clubs would certainly 
have wished extended to their idols. 


To the left of Shoki, and the focus of his wide-eyed, squinting 
glare, is a paper tag upon which Kuniyoshi has playfully painted 

a fleeing demon. In the background floats a large paper carp 
streamer, rendered in black to indicate that the two poetry groups' 
felicitations are directed to both father and son. Poems from 
members of the two groups appear at the top right and bottom left. 
In the bottom right corner are short verses by Kuntyoshi himself, 
the block-cutter Hori Takejiro, and the printer Suriko Masa, in 
addition to the well-known Kabuki aficionado Goryutei Tokusho 
(1793-1853), who presumably acted as one of the judges of the 
poems included. 
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UTAGAWA KUNIYOSHI (1797-1861) 


Shiohi goban no uchi (Five prints of shell-gathering at low 
tide) 


Woodblock print, surimono, a set of five prints, embellished with 
metallic pigment and embossing, each signed Ichiyusai Kuniyoshi ga, 
circa 1830 

Shikishiban surimono: (20.7 x 18 cm.) each approx. (5) 


$20,000-30,000 


Culture elites in Edo gathered to exchange kyoka, or “crazy” 

verse: short, witty eipgrams usually in humourous vein, for special 
occasions. There are affiliated small groups that were socially 
exclusive and met more frequently. The best poetries were selected 
after each gathering and to commemorate the members, usually 
high-ranking samurai, government officials, wealthy prelates, rich 
merchants, artists and writers, commissioned prominent painters 

to design prints for the poetries. These commemoratives were 
known as surimono. They featured lavish printing and block-cutting 
techniques as well as expensive papers. 





This lot is a spectacular example of the genre. Women and a child 
are depicted digging for clams, while another woman on the right 
has caught a flounder and her companion has grabbed an octopus. 
The poems are by the members of the Hisakataya shachu and 
celebrate the pleasure of beachcombing. Their symbol, the bridge 
for a koto, a stringed musical instrument that was placed on the 
floor, appears at the top right of each design. 


Hisakataya group commissioned another larger set of surimono 

of women representing the members of the bandit group, which 
includes a very similar pentatych of female salt-gatherers on the 
seashore. They commissioned this set for the New Dragon Year of 
1832, and the present lot is likely to have been made around the 
same time. 
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PROPERTY OF AN IMPORTANT PRIVATE INSTITUTION 
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UTAGAWA KUNIYOSHI (1797-1861) 


Teppozu 
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UTAGAWA KUNIYOSHI (1797-1861 


ae Tet T ١ 
Mosca ace ee — 
Tel mum ue a 
pru e ido 

6 راوس‎ mee 
eM 


Seichu gishi den (Stories of the true loyalty of the faithful 


samurai) 


Woodblock print, from the series Toto meisho (Famous places in the 


Eastern Capital), signed Ichiyusai Kuniyoshi ga, published by Kagaya 


Kichiemon (Kichibei), circa 1830 
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Woodblock print, an album comprising 76 prints from the series 
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Seichu gishi den (Stories of the true loyalty of the faithful samurai) 
including the beginning pages and ending page, signed Ichiyusai 


Kuniyoshi ga 


Horizontal oban: 9% x 14% in. (24.4 x 36.5 cm.) 


(Kaijudo), 1847 


published by Ebiya Rinnosuke 
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PROPERTY OF AN IMPORTANT PRIVATE INSTITUTION (LOTS 174-198) 
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UTAGAWA HIROSHIGE (1797-1858) 
Fukagawa Susaki Jumantsubo (Jumantsubo Plain at 
Fukagawa Susaki) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
intercalary sth month 1857 

Vertical oban: 14% x 101۵ in. (37.1 x 25.7 cm.) 


$4,000-6,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Takanawa Ushimachi 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous view of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
4th month 1857 

Vertical oban: 14V8 x 9V2 in. (35.9 x 24.1 cm.) 


$1,500-2,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Saruwaka-machi yoru no kei (Night view of Saruwaka-machi) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
oth month 1856 

Vertical oban: 1442 x 9V8 in. (36.8 x 23.2 cm.) 


$1,500-2,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Mitsumata Wakarenofuchi 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
2nd month 1857 

Vertical oban: 1496 x 9% in. (36.5 x 24.4 cm.) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 


Tamagawa tsutsumi no hana (Blossoms on the banks of 
Tama River) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
2nd month 1856 

Vertical oban: 14% x 9% in. (36.2 x 24.4 cm.) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Kamata no umezono (Plum garden at Kamata) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
2nd month 1857 

Vertical oban: 1378 x 92 in. (35.2 x 24.1 cm.) 


$3,000-4,000 
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UTAGAWA HIROSHIGE (1797-1858) 


Matsuchiyama San yabori yakei (Night View of Matsuchiyama 
and the San' Yabori Canal) 


Woodblock print, from the series Meisho Edo hyakkei (One 
hundred views of Famous Places of Edo), signed Hiroshige ga, 
published by Uoya Eikichi, 8th month 1857 

Vertical oban: 1496 x 9/8 in. (37.1 x 25.1 cm.) 


$1,500-2,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Sumidagawa hashiba no watashi kawaragama (Hashiba ferry 
and tile kilns, Sumida River) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
4th month 1857 

Vertical oban: 1412 x 9% in. (36.8 x 24.4 cm.) 


$2,000-3,000 


PROVENANCE: 
Matsuki Zen'emon, Kyoto 
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UTAGAWA HIROSHIGE (1797-1858) 
A group of three prints 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
circa 1856, comprising: 

1) Sunamura moto Hachiman (Moto Hachiman Shrine in Sunamura) 

2) Azuma no mori Renri no azusa (Azuma Shrine and the Entwined 
Camphor) 

3) Yotsugi dori yosui hikifune (Towboats along the Yotsugi-dori Canal) 
Vertical oban: 1412 x 9% in. (36.8 x 24.4 cm.) (3) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 
A group of three prints 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
circa 1857, comprising: 

1) Sekiguchi josuibata Bashoan Tsubakiyama (Basho's Hermitage on 
Camellia Hill beside the aqueduct at Sekiguchi) 

2) Yoroi no watashi Koamicho (Yoroi Ferry at Koamicho) 

3) Yatsumi no hashi (Yatsumi Bridge) 

Vertical oban: 14V2 x 9% in. (36.8 x 24.8 cm.) each approx. (3) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 
A group of three prints 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
circa 1857, comprising: 

1) Kasumigaseki 

2) Shoheibashi Seido Kandagawa (Seido and Kanda River from Shohei 
Bridge) 

3) Tsuki no Misaki (Moon-viewing Point) 

Vertical oban: 14% x 10 in. (37.1 x 25.4 cm.) each approx. (3) 


$2,000-3,000 


PROVENANCE: 
1) Matsuki Zen'emon, Kyoto 
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UTAGAWA HIROSHIGE (1797-1858) 
A group of three prints 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
1857-58, comprising: 

1) Haneda no watashi Benten no yashiro (The ferry at Haneda and 
Benten Shrine) 

2) Teppozu Tsukiji Monzeki (Teppozu and Tsukiji Hongan Temple), 
with title cartouche Edo hyakkei yokyo (One hundred views of Edo 
for entertainment) 

3) Meguro jijigachaya (Grandpa's Teahouse in Meguro) 

Vertical oban: 14% x 9% in. (37.1 X 24.4 cm.) (3) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 

A group of three prints 

Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
circa 1856-57, comprising: 

1) Oji fudo no taki (Fudo Fall at Oji) 

2) Nakagawaguchi (The mouth of the Nakagawa River) 

3) Fukagawa kiba (The Fukagawa Lumberyards) 

Vertical oban: 14% x 9% in. (37.1 x 24.8 cm.) each approx. (3) 


$2,000-3,000 


187 


UTAGAWA HIROSHIGE (1797-1858) 

A group of three prints 

Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
circa 1856-58, comprising: 

1) Yotsuya Naito Shinjuku 

2) Ongagigawa Gohonmatsu (The Five Pines along Ongagi River) 

3) Ryogoku hanabi (Fireworks, Ryogoku) 

Vertical oban: 14% x 9Y2 in. (36.2 x 24.1 cm.) each approx. (3) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 
A group of three prints 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
circa 1857, comprising: 

1) Minowa, Kanasugi at Mikawashima 

2) Senju no ohashi (Ohashi at Senju) 

3) Meguro taikobashi Yuhi no oka (Meguro Drum Bridge and sunset 
hill) 

Vertical oban: 14V8 x 9% in. (35.9 x 24.8 cm.) each approx. (3) 


$2,000-3,000 


189 


UTAGAWA HIROSHIGE (1797-1858) 
A group of three prints 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga or Hiroshige hitsu, published 
by Uoya Eikichi, circa 1855-56, comprising: 

1) Shinagawa, Goten-yama (Mount Goten, Shinagawa) 

2) Senzoku no ike Kesakakematsu (Robe-hanging pine, Senzoku 
Pond) 

3) Takata Sugataminohashi Omokagenohashi jariba (Sugatami 
Bridge, Omokage Bridge, Jariba at Takata) (3) 


1) 1378 x 9012 in. (35.2 x 24.1 cm.) 
2) 14V8 x 934 in. (35.9 x 24.8 cm.) 
3) 1412 x 9% in. (36.8 x 24.4 cm.) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 
A group of three prints 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
comprising: 

1) Bakuro-cho Hatsune no baba (Hatsune Riding Ground at Bakuro- 
cho) 

2) Massaki-hen yori Suijin no mori Uchigawa Sekiya no sato o miru zu 
(View from Massaki of Suyin Shrine, Uchigawa Inlet, and Sekiya) 


ia 


3) Niijuku no watashi (Niijuku Ferry) 

1 IA 0K OV. FOS X232 CTI) 

2) 340/4150, (45.0245 cm.) 

3) 1412 x 9% in. (36.8 x 24.8 cm.) (3) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 

Oko uwanari-uchi no zu (The ancient custom of attacking the 
concubine) 

Woodblock print triptych, signed hiroshige hitsu on right and left 
sheets, published by Maruya Seyiro (Marusei, Jukakudo), 8th month 
1852 

Vertical oban triptych: 1478 x 9% in. (36.8 x 25.1 cm.) each approx. (3) 


$2,000-3,000 





PROPERTY OF AN IMPORTANT PRIVATE INSTITUTION (LOTS 174-198) 


192 


UTAGAWA HIROSHIGE (1797-1858) 


Ryogoku Ekoin keidai zenzu (Precincts of the Ekoin in 
Ryogoku) 

Woodblock print triptych, from the series Toto meisho (Famous views 
of the eastern capital), signed Oju Ichiryusai Hiroshige hitsu, published 
by Tsutaya Kichizo (Koeido), circa 1842 

Vertical oban triptych: 15% x 10% in. (38.7 x 26.4 cm.) each approx. 
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UTAGAWA HIROSHIGE (1797-1858) 


Nihonbashi shinkei, narabi ni uoichi zenzu (True view of 
Nihonbashi, together with a complete view of the fish market) 


Woodblock print triptych, from the series Toto meisho (Famous views 
of the easten capital), signed Oju Ichiryusai Hiroshige ga, publishd by 
Tsutaya Kichizo (Koeido), circa 1832-34 PME ۳ 


rats BEBE بیس مس‎ 
Vertical oban triptych: 14% x 10 in. (37.1 x 25.4 cm.) each approx. (3) هر‎ 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 

Sumidagawa tsutsumi no hana do Mukojima meisho ichiran e 

(View of flowers on Sumida River banks and Mujojima) SX onm a d v. J5 

Woodblock print triptych, from the series Toto meisho (Famous views Ea TN تفن‎ E feos: qe 35 a 7 je A. LY ak FEE Meee, 


of the eastern capital), signed Hiroshige sha on right and left sheets, 
published by Aritaya Seiemon (Yueido), 4th month 1854 
Vertical oban triptych: 14% x 10 in. (37.1 x 25.4 cm.) each approx. (3) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Kasumigaseki shinkei (True view of Kasumigaseki) 


Woodblock print triptych, from the series Toto meisho (Famous view 


of the eastern capital), signed Hiroshige ga on right and left sheets, a TT jj 
published by Aritaya Seiemon (Yueido), 4th month 1854 ies li o -— - 
Vertical oban triptych: 14% x 9/8 in. (36.5 x 25.1 cm.) each approx. (3) | il | Ill m ۱ A iil if 

77 ۱ ۱ i ' 0 hr = Hl) ال‎ ote lb 1 الا‎ 
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UTAGAWA HIROSHIGE (1797-1858) 
Tsuki no yubei (Moon at night) 
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Woodblock print triptych, from the series Setsugekka no uchi (Snow, 
moon and flower), signed Hiroshige ga on each sheet, published by 
Ibaya Senzaburo (Dansendo), 1847-1853 


Vertical oban triptych: 1494 x 10 in. (37.5 x 25.4 cm.) each approx. (3) 
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UTAGAWA HIROSHIGE (1797-1858) 
Futamigaura no zu (View of Futamigaura) 


Woodblock print triptych, from the series Ise Meisho (Famous views 
of Ise), signed Hiroshige ga on each sheet, published by Sanoya Kihei 
(Kikakudo) 


Vertical oban triptych: 14V8 x 9% in. (35.9 x 24.8 cm.) each approx.(3) 


$2,000-3,000 
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1858 
Omi hakkei no uchi (Eight views of Omi) 


, each signed Hiroshige ga, published by Takenouchi 


Magohachi (Hoeido), circa 1833-34 


) 
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A set of 8 woodblock prints from Omi hakkei no uchi (Eight views 


Horizontal oban: 91/2 x 14%8 in. (24.1 x 35.9 cm.) each approx. 


UTAGAWA HIROSHIGE (1797 


$40,000-60,000 


198 
of Omi 
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UTAGAWA HIROSHIGE (1797-1858) 
Numazu 


Woodblock print, from the series Tokaido 
gojusan tsugi no uchi (Fifty-three stations of 
Tokaido), sigend Hiroshige ga, published by 
Takenouchi Magohachi (Hoeido), circa 
1833-34 

Horizontal oban: 9% x 14% in. (24.4 X 37.1 
cm.) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 


Kawasaki, Rokugo watashibune 
(Kawasaki: the Rokugo ferry) 


Woodblock print, from the series Tokaido 
gojusan tsugi no uchi (The fifty-three 
stations of the Tokaido), signed Hiroshige 
ga, published by Takenouchi Magohachi 
(Hoeido), circa 1833-34 

Horizontal oban: 10 x 1434 in. (25.4 X 37.4 
cm.) 


$3,000-4,000 
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UTAGAWA HIROSHIGE (1797-1858) 


Seki, honjin hayadachi (Seki: early 
departure of Daimyo) 


Woodblock print, from the series Tokaido 
gojusan tsugi no uchi (Fifty-three stations of 
the Tokaido), signed Hiroshige ga, published 
by Takenouchi Magohachi (Hoeido), circa 
1833-34 

Horizontal oban: 9% x 14% in. (24.4 x 36.2 
cm.) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 


Totsuka, Motomachi betsudo (Totsuka: 
Motomachi fork) 


Woodblock print, from the series Tokaido 
gojusan tsugi no uchi (Fifty-three stations of 
the Tokaido), signed Hiroshige ga, published 
by Takenouchi Magohachi (Hoeido) and 
Tsuruya Kiemon (Senkakudo), circa 1833-34 
Horizontal oban: 9% x 14% in. (23.8 x 36.5 
cm.) 


$3,000-4,000 
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UTAGAWA HIROSHIGE (1797-1858) 


Kakegawa, Akibasan enbo (Kakegawa: 
distant view of Akiba Mountain) 


Woodblock print, from the series Tokaido 
gojusan tsugi no uchi (Fifty-three stations of 
the Tokaido), signed Hiroshige ga, published 
by Takenouchi Magohachi (Hoeido), circa 
1833-34 

Horizontal oban: 91/2 x 14%2 in. (24.1 x 36.8 ES 
cm.) 


$2,000-3,000 


204 


UTAGAWA HIROSHIGE (1797-1858) 


Hodogaya, Shinmachi-bashi 
(Hodogaya: Shinmachi Bridge) 
Woodblock print, from the series Tokaido 
gojusan tsugi no uchi (The fifty-three 

stations of the Tokaido), signed Hiroshige 

ga, published by Takenouchi Magohachi 
(Hoeido) and Tsuruya Kiemon (Senkakudo), 
circa 1833-34 

Horizontal oban: 9/78 x 14% in. (25.1 x 37.5 
cm.) 





$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Shinagawa, hinode (Shinagawa: sunrise) 


Woodblock print, from the series Tokaido gojusan 
tsugi no uchi (The fifty-three stations of the Tokaido), 
signed Hiroshige ga, published by Takenouchi 
Magohachi (Hoeido) and Tsuruya Kiemon 
(Senkakudo), circa 1833-34 

Horizontal oban: 9% x 14% in. (23.8 x 36.2 cm.) 


$1,500-2,500 
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UTAGAWA HIROSHIGE (1797-1858) 


Mariko 


Woodblock print, from the series Tokaido gojusan 
tsugi no uchi (Fifty-three stations of Tokaido), signed 
Hiroshige ga, published by Takenouchi Magohachi 
(Hoeido) and Tsuruya Kiemon (Senkakudo), circa 


1833 
Horizontal oban: 10 x 1434 in. (25.4 x 37.5 cm.) 


$2,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Awazu seiran (Clearing weather at Awazu) 


Woodblock print, from the series Omi hakkei no uchi 
(Eight views of Omi), signed Hiroshige ga, published 
by Takenouchi Magohachi (Hoeido), circa 1834-35 
Horizontal oban: 9% x 14 in. (23.5 x 35.6 cm.) 


$4,000-6,000 
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UTAGAWA HIROSHIGE (1797-1858) 
AND KEISAI EISEN (1790-1848) 

A group of two prints 

Woodblock print, comprising: 

1) Mieji, from the series Kisokaido rokujukyu 
tsugi no uchi (Sixty-nine stations of Kisokaido 
Road), signed Hiroshige ga, published by Iseya 
Rihei (Kinjudo), circa 1835-38 

2) Itahana, from the series Kisokaido 
rokujukyu tsugi no uchi (Sixty-nine stations of 
Kisokaido Road), published by Iseya Rihei 
(Kinjudo), circa 1835-38 

Horizontal oban: 1) 10 x 14% in. (25.4 x 36.2 
cm.); 2) 912 x 14% in. (24.1 x 36.5 cm) (2) 


$3,000-4,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Oi Station 


Woodblock print, from the series Kisokaido 
rokujukyu tsugi no uchi (Sixty-nine stations 
of Kisokaido Road), signed Hiroshige ga, 
published by Iseya Rihei (Kinjudo), circa 
1835-38 

Horizontal oban: 978 x 14% in. (25.2 x 36.5 
cm.) 


$6,000-8,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Kanbara yoru no yuki (Evening snow at Kanbara) 


Woodblock print, from the series Tokaido gojusan tsugi 
no uchi (Fifty-three stations of the Tokaido), signed 
Hiroshige ga, published by Takenouchi Magohachi 
(Hoeido), circa 1834 

Horizontal oban: 9% x 14% in. (24.8 x 37.1 cm.) 


$10,000-15,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Tokaido gojusan tsugi (Fifty-three stations of Tokaido) 


Woodblock-printed illustrated book; 1 volume with blue paper 
covers, signed Hiroshige ga, published by Aritaya Seiemon (Yueido), 
circa 1843-47 

Fukurotojibon (puch binding); horizontal yotsuhanbon: 7 x 478 in. (17.8 
x312.4 ctn.) 


$6,000-8,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Seta sekisho (Sunset glow at Seta) 


Woodblock print, from the series Omi hakkei (Eight views 
of Omi), signed Hiroshige ga, published by Uoya Eikichi, 
3rd month 1857 

Vertical oban: 15 x 101/۵ in. (38.1 x 25.7 cm.) 


$3,000-4,000 
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UTAGAWA HIROSHIGE (1797-1858) 


Awa, Natuto no fuha (Wind and waves at 
Naruto, Awa Province) 


Woodblock print, from the series Rokujuyoshu 
meisho zue (Pictures of famous places in the 
sixty-odd provinces), signed Hiroshige hitsu, 
published by Koshimuraya Heisuke, 9th month 


1855 
Vertical oban: 14V8 x 9% in. (35.9 x 24.8 cm.) 


$20,000-30,000 


The sweeping view of the whirlpools at Naruto, 
depicting a distant view of the mountains stretched to 
the horizon and the foams of the famous whirlpool 
rapids at Naruto in foreground. Hiroshige worked 

on this subject several times including Awa Naruto 

no fukei (View of the whirlpools at Naruto, Awa 
province), the masterpiece triptych work from the 
artis'ts last series concerning snow, moon and flowers 
(setsugekka) published in 1857. According to Suzuki 
Juzo 1n Rokujuyoshu Meisho Zue by Hiroshige collected 

by prof. Gerhard Pulverer (Tokyo: Iwanami Shoten, 
1996), the powerful composition with perspective and 
the dramatic depictions of waves and rocks shown in 
this work may suggest the influence of Katsushika 


Hokusai. 


Claude Monets Monkey Bridge _ 
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UTAGAWA HIROSHIGE (1797-1858) 


Koyo Saruhashi no zu (The Monkey Bridge in Kai 
Province) 


Woodblock print, signed Hiroshige hitsu, published by Tsutaya 
Kichizo (Koeido) 

Vertical oban diptych: 14% x 9% in. (36.2 x 24.4 cm.) each 
approx. (2) 


$80,000-90,000 


PROVENANCE: 

Claude Monet, Giverny 

Michel Monet, Giverny (by descent from the above) 
Rolande Verneiges, France (gift from the above) 
Christie's Hong Kong, 25 November 2017, lot 130 


The "Monkey Bridge" is one of the rarest of Hiroshige's 
masterpieces and 1s considered to be the finest 1n the 
vertical-diptych format. The design 1s thought to have 
been completed soon after his journey 1n 1841 along the 
Koshukaido, the road from Edo (Tokyo) to Koshu (Kai 
province) near Lake Suwa on the Kisokaido. Another 
impression of this 1mage 1s 1n the Tokyo National Museum 
and is a registered Important Art Object. 


For other impressions, see Suzuki Juzo, Hiroshige (Tokyo: 
Nikkei shinbun, 1970), no. 154; Vignier and Inada, 
Utamaro... Hiroshige-Estampes Japonaises...Et Exposeés au 
Museé des Arts Décoratifs en Janvier 1912 (Geneva: Minkoff 
Reprint, 1973), pl. LX XIV, no. 281; Yamaguchi Keizaburo, 
et al., Hiroshige, Ukiyo-e taikei, vol. 11 (Tokyo: Shueisha, 
1974), no. 179; Tokyo National Museum, Tokubetsuten 
ukiyo-e (Special exhibition of ukiyo-e) (Tokyo: Tokyo 
National Museum, 1984), pl. 654, registered Important Art 
Object; Matthi Forrer, The Baur Collection: Japanese Prints, 
vol. 2 (Geneva: Collections Baur, 1994), pl. G529; Ota 
Memorial Museum of Art, Utagawa Hiroshige ten: Seitan 
nihyakushunen kinen (The exhibition of Utagawa Hiroshige: 
The 200th anniversary of his birth) (Tokyo: Ota Memorial 


Museum of Art, 1996), pl. 121. 


Claude Monet, photographed in 1899 
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UTAGAWA HIROSHIGE (1797-1858) 


Soshu Enoshima iwaya no zu (The cave at Enoshima in 
Sagami Province) 


Woodblock print, triptych, signed Ichiryusai Hiroshige hitsu on the left 
sheet, published by Kawaguchiya Chuzo, circa 1833 
Vertical oban triptych: 15% x 10% in. (39.1 x 26.4 cm.) (3) 


$15,000-20,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Sumidagawa setchu no zu (Sumida River in snow) 


Woodblock print, triptych, from the series Edo Meisho shiki no nagame 
(Views of famous places of Edo in four seasons), each signed Hiroshige 
ga, published by Maruya Jinpachi 

Vertical oban triptych: 1494 x 9% in. (37.5 x 24.8 cm.) (3) 


$20,000-30,000 
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UTAGAWA HIROSHIGE (1797-1858) 


Kisoji no yamakawa (Mountain river on the 
Kiso Road) 


Woodblock print, triptych, signed Hiroshige hitsu on 
the right sheet, published by Okazawaya Taheiji, 
8th month 1857 

Vertical oban triptych: 1434 x 10% in. (37.5 x 26 
cm.) right and left sheets, 14% x 9% in. (36.3 x 24.9 
cm.) middle sheet (3) 


$20,000-30,000 


A sweeping panoramic view of the Kiso River 
blanketed in thick winter snow. The sparse palette 
of paper white, deep blue, and a soft ink tone, 
serve to accentuate the immensity of the snowfall 
in this dramatic landscape. The narrow gorge 

by the Kiso River is one of the most strenuous 
stretches of the Kisokaido Road. Hiroshige 
conveys the sheer scale of the rough vertiginous 
path through the clusters of towering mountains, 
with the most central peak extending beyond the 
frame of the composition. This print is generally 
believed to represent the ‘snow’ installment of 
the artist’s last series concerning snow, moon and 
flowers (setsugekka), three acknowledged forms of 
natural beauty. The other two in the series are 
Moon at Kanazawa, and Whirlpools at Awa. 
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UTAGAWA HIROSHIGE (1797-1858) 


Mama no momiji, Tekona no yashiro Tsugihashi (Red maples 
at Mama and the Tekona Shrine) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
1st month 1857 

Vertical oban: 141/2 x 9% in. (36.8 x 25.1 cm.) 


$3,000-5,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Ayasegawa Kanegafuchi (Ayase River and Kanegatuchi) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
7th month 1857 

Vertical oban: 1496 x 978 in. (37.1 x 25.1 cm.) 


$1,500-2,000 
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UTAGAWA HIROSHIGE (1797-1858) 


Asakusa tanbo Torinomachi mode (Asakusa Ricefields and 
Torinomachi Festival) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
11th month 1857 

Vertical oban: 14V8 x 9% in. (35.9 x 24.8 cm.) 


$8,000-12,000 


Resting on a window ledge, a white cat gazes out through a 
barred window over the Asakusa rice-fields below. A flock of 
birds descend towards Mount Fuji 1n the southwest and a long 
silhouetted line of a festival procession extends across the paddies. 
Here was the sight of Otori Shrine, worshipped particularly by 
the commoner class in the Edo period for commercial favour and 
fortune, and communally celebrated in the Torinomachi festival in 
November. 
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UTAGAWA HIROSHIGE (1797-1858) 
Atagoshita Yabukoji (Atagoshita and Yabu Lane) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
12th month 1857 

Vertical oban: 14V8 x 9% in. (35.9 x 23.8 cm.) 


$2 ,000-3,000 
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UTAGAWA HIROSHIGE (1797-1858) 
Ryogoku hanabi (Fireworks, Ryogoku) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 8th 
month 1858 

Vertical oban: 14V8 x 9% in. (35.9 x 24.8 cm.) 


$4,000-6,000 


The firework displays at the Ryogoku Bridge were among the most 
popular summer pleasures of Edo residents since 1733, when the 
first official fireworks were commissioned by the eighth Tokugawa 
Shogun, Yoshimune, to commemorate citizens who had died in a 
cholera epidemic. The memorial, including a display of fireworks, 


became an annual observance. 
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UTAGAWA HIROSHIGE (1797-1858) 
Asakusa Kinryuzan (Kinryuzan temple, Asakusa) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views in Edo), signed Hiroshige ga, published by Uoya Eikichi, 
7th month 1856 

Horizontal oban: 14% x 9% in. (36.2 x 24.4 cm.) 


$4,000-6,000 


The Kinryuzan Temple in Asakusa, also known as Sensoji, is one 
of the most famous sites of Edo and Hiroshige depicted this temple 
in many of his works. In this print, we see the serene snow scenery 
of the Nio mon (Guardian Gate) and five-storied pagoda in the 
distance and Kaminarimon (Thunder Gate) with a large lantern in 
front. The temple retains the busy, festive atmosphere of the Edo 
period. 
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UTAGAWA HIROSHIGE (1797-1858) 
Ohashi bridge, sudden shower at Atake 


Woodblock print, from the series Meisho Edo hyakkei 
(One hundred views of famous places in Edo), signed 
Hiroshige ga, published by Uoya Eikichi, oth month 


1857 
Vertical oban: 14% x 9Y2 in. (36.2 x 24.1 cm.) 


$40,000-60,000 
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One of Hiroshige's most well-known prints shows pedestrians 
crossing the Ohashi Bridge are taken by surprise by a sudden 
downpour of rain. On the shoreline to the far left, almost 
completely obscured by the rain are the Atake and Honjo 
districts, with the roofs of the sheds housing the shogun's boats 
just visible. Only thirty years after its publication, an impression 
of this print made its way into the collection of Vincent van 
Gogh, inspiring him to paint his 1887 oil and canvas version 
Bridge in the Rain (after Hiroshige), 1887, which 1s now 1n the van 
Gogh Museum, Amsterdam, immortalizing the print into the 
Western cannon of art forever. 





226 


UTAGAWA HIROSHIGE (1797-1858) 
Kameido ume yashiki (Plum estate, Kameido) 


Woodblock print, from the series Meisho Edo 
hyakkei (One hundred views of Edo), signed 
Hiroshige ga, published by Uoya Eikichi, 11th month 


1857 
Vertical oban: 14% x 9% in. (36.2 x 24.4 cm.) 


$30,000-40,000 


Umeyashiki is the name of a plum garden on the bank of the Sumida 
River that drew large numbers of visitors to enjoy the view and scent of 
the blossoming trees 1n early spring. Hiroshige's striking design places 
the trunk and branches of a plum tree boldly in the foreground. The 
shape of this particular tree led to it becoming known as Resting Dragon 
Plum (Garyubai), because its branches grew so long they re-entered the 
earth. The viewer 1s obliged to look through the branches of the tree 
and of those behind to see a group of visitors to the garden admiring 
the blossoms from behind a fence. The unusual and dramatic vantage 
point and bold use of color are characteristics that inspired 19th-century 
artists such as Vincent van Gogh, Claude Monet and James McNeill 
Whistler and 1n many cases dramatically influenced their work. Another 
impression of this particular print was acquired by van Gogh and 
inspired him to such an extent that, along with A Sudden Shower over 
Ohashi and Atake by Hiroshige, he produced his own version in oil, 
Flowering Plum Orchard (after Hiroshige), 1887, now in the Van Gogh 
Museum, Amsterdam 
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UTAGAWA HIROSHIGE (1797-1858) 


Oji shozoku enoki omisoka no kitsunebi (New Year's Eve 
foxtires at nettle tree, Oji) 


Woodblock print, from the series Meisho Edo hyakkei (One hundred 
famous views of Edo), signed Hiroshige ga, published by Uoya Eikichi, 
9th month 1857 

Vertical oban: 142 x 9% in. (36.8 x 25.1 cm.) 


$100,000-150,000 


In the evening of New Year's Eve, foxes with flame-like 
phosphorescence gather under a hackberry tree in a gathering 
called Shozoku enoki near Oji Inari (Fox) Shrine in Edo. After 
purifying themselves under this tree, foxes visit Oji Inari Shrine to 
receive the divine message for the New Year’s Day. This is the sole 
work depicting a fantastical subject from this series. In this print, 
Hiroshige intentionally outlined the foxes on the ground sharply 
and precisely while other elements are treated indistinctly in the 
dark of night which emphasizes the fantastical atmosphere of this 
work. 





Oji Shrine in Tokyo at present 








228 


TSUKIOKA YOSHITOSHI (1839-1892) 


Picture of ‘White Stripe in the Waves’ Zhang Shun (Cho Jun) 
and ‘Black Whirlwind’ Li Kui (Ri Ki) fighting under the water 


Woodblock print, diptych, signed Oju Yoshitoshi ga, circa 1887 
Vertical oban diptych: 14 x 912 in. (35.6 x 24.1 cm.) (2) 


$3,000-5,000 
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TSUKIOKA YOSHITOSHI (1839-1892) 


Shunkan watching enviously from Kikai island as Yasuyori in 
unexpectedly pardoned and returns to the capital 


Woodblock print, diptych, signed Yoshitoshi, circa 1885-86 
Vertical oban diptych: 14 x 9Y2 in. (35.6 x 24.1 cm.) each approx. (2) 


$2,000-3,000 
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TSUKIOKA YOSHITOSHI (1839-1892) 
Lin Chong (Rinchu) Kills Officer Lu by the Temple of the 
Mountain Spirit 


Woodblock print, diptych, embellished with gofun, signed Oju 
Yoshitoshi ga, 1886 
Vertical oban diptych: 14 x 9Y2 in. (35.6 x 24.1 cm.) each approx. 


$3,000-4,000 


(2) 
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TSUKIOKA YOSHITOSHI (1839-1892) 


Yaoya Oshichi climbing the fire watchtower to look at her 
burning house 


Woodblock print, diptych, signed Oju Yoshitoshi ga, sealed Taiso, 
published by Matsui Eikichi, 1888 


Vertical oban diptych: 14 x 9Y2 in. (35.6 x 24.1 cm.) each approx. 


$3,000-4,000 


PROPERTY OFA DISTINGUISHED GENTLEMAN 
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KAWANABE KYOSAI (1831-1889) 

An album of preparatory drawings and a tiger surimono 
Comprising: 

1) Thirty-nine sheets of drawings mounted as a double-sided 
accordion album; ink and light color on paper; signed Seisei Kyosai 
on 3 sheets and sealed Kyosai on 13 sheets 

2) Plum flowers and painting goods in front of a tiger screen, woodblock 
print, surimono, signed Seisei Kyosai ga and sealed, 1878 

1) 1224 x 9 in. (32.4 x 22.9 cm.) each page approx. 

2) Shikishiban surimono: 878 x 11%8 in. (22.5 x 28.3 cm.) (39) 


$6,000-8,000 


PROVENANCE: 

1) Dr. Adam August Breuer Collection, Berlin, before 1929 

Paul Cassirer und Hugo Helbing Auction, Berlin, Die Sammlung 
Dr. A. Breuer/ Berlin, Ostasiatische Kunst, 14-15 May 1929, lot 348 
Charles Albert de Burlet (1882-1956), Berlin and Basel, acquired at 
the above sale 

Private Collection, Switzerland, by descent 

Galerie Koller, Zurich, 18 November 1994, lot 357 


Kyosai was apprenticed to Utagawa Kuntyoshi (1797-1861), then 
Maemura Towa and Kano Tohaku who was the head of Surugadai 
Kano School. He mastered his own distinctive style through 
studying a great variety of paintings including the works by Kano, 
Tosa, Rimpa, Maruyama-Shijo and Uktyo-e Schools. 
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FRIEDRICH (FRITZ) CAPELARI (1884- 
1950) 

White birds on pomegranate tree at 
night 

Woodblock print, sealed FC, published by 


Watanabe Shozaburo, dated 1915 
Shikishiban: 8% x 8% in. (21 x 21 cm.) 


$5,000-7,000 
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FRIEDRICH (FRITZ) CAPELARI (1884- 
1950) 

Pine trees at Yotsuya mitsuke 


Woodblock print, sealed FC, published by 
Watanabe Shozaburo 

Horizontal oban: 934 x 14 in. (24.8 x 35.6 
cm.) 


$2,000-3,000 
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KAWASE HASUI (1883-1957) 
Meguro Fudodo (Fudo Hall in Meguro) 


Woodblock print, signed Hasui and sealed 1n 
red Sui, published by Watanabe Shozaburo, 
dated Showa 6 (1931), with diamond 
Watanabe sticker on reverse 

Vertical oban: 15% x 10% in. (38.7 x 26 cm.) 


$2,000-3,000 
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KAWASE HASUI (1883-1957) 

Shiba koen no yuki (Snow at Shiba 
Park) 

Woodblock print, sigend Hasui and sealed in 
red Sui, published by Watanabe Shozaburo, 
dated Showa 6 (1931) January 

Horizontal oban: 10%8 x 15V2 in. (25.7 X 39.4 
cm.) 


$4,000-6,000 
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KAWASE HASUI (1883-1957) 


Fuji no yukibare, Tagonoura (Clearing after a snowfall on 
Mount Fuji, Tagonoura Beach) 


Woodblock print, signed Hasui and sealed 1n red Sui, published by 
Doi Sadaichi, dated Showa 7 (1932) January 
Vertical oban: 15% x 10V8 in. (38.7 x 25.7 cm.) 


$2,000-3,000 
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KAWASE HASUI (1883-1957) 
Hoshizukiyo, Miyajima (Starlit Night at Miyajima) 


Woodblock print, from the series Tabi miyage dai sanshu (Souvenirs 
of travel 111), sigend Hasui and sealed Kawase, published by Watanabe 
Shozaburo, circa 1928 

Vertical oban: 15V8 x 10% in. (38.4 x 26.1 cm.) 


$2,000-3,000 
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KAWASE HASUI (1883-1957) 


Arakawa no tsuki, Akabane (Moon on the Arakawa River in 
Akabane) 


Woodblock print, from the seires Tokyo nijukei (Twenty views of 
Tokyo), signed Hasui and sealed in red Sui, published by Watanabe 
Shozaburo, dated Showa 4 (1929) 

Vertical oban: 15V8 x 10% in. (38.4 x 26 cm.) 


$3,000-4,000 


240 


KAWASE HASUI (1883-1957) 
Shiobara, Hataori 


Woodblock print, signed Hasui and sealed in red Sui, published by 
Watanabe Shozaburo, dated Showa 21 (1946) 
Vertical oban: 1596 x 10% in. (39.1 x 26.4 cm.) 


$3,000-4,000 












Sher YR HSS 


Regen 





241 


KAWASE HASUI (1883-1957) 
Higo Tochinoki onsen (Tochinoki Hot Springs at Higo) 


Woodblock print, from the series Nihon fukei senshu (Selected views 
of Japan), signed Hasui and sealed Kawase, published by Watanabe 
Shozaburo, dated Taisho 11 (1922), numbered 16/300 on verso 
Vertical aiban: 12 x 8% in. (30.5 x 22.5 cm.) 


$6,000-8,000 
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KAWASE HASUI (1883-1957) 


Kure no yuki, Edogawa (Evening snow at Edo River) 


Woodblock print, signed Hasui and sealed Sui, published by Doi 
Sadaichi, dated Showa 7 (1932) February 
Vertical oban: 1596 x 10% in. (39.6 x 26 cm.) 


$2,000-3,000 
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KAWASE HASUI (1883-1957) 

Shiba Zojoji (Zojoji Temple, Shiba) 

Woodblock print, from the series Tokyo nijukkei (Twenty views of 
Tokyo), signed Hasui and sealed in red Sui, published by Watanabe 


Shozaburo, dated Taisho 14 (1925) 
Vertical oban: 1434 x 918 in. (37.5 x 25 cm.) 


$6,000-8,000 
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YOSHIDA HIROSHI (1876-1950) 
Kura (Warehouse in Tomonoura) 
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YOSHIDA HIROSHI (1876-1950) 


Woodblock print, from the series Seto Ume to ie (Plum Gateway) 


naikai (Seto Inland Sea), signed Yoshida and Woodblock print, signed Yoshida and sealed Hiroshi, with jizuri seal 
sealed Hiroshi, with Jizuri seal, signed Hiroshi and signed Hiroshi Yoshida in pencil, dated Showa 10 (1935) 
Yoshida in pencil, dated Showa 5 (1930) Vertical oban: 1578 x 10% in. (40.3 x 27.3 cm.) 


Horizontal oban: 11 x 16 1n. (27.9 x 40.6 cm.) $1,000-1,500 


$1,000-1,500 
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YOSHIDA HIROSHI (1876-1950) 
Tomo no minato (Tomonoura Harbour) 


Woodblock print, from the series Seto 
naikai (Seto Inland Sea), sigend Yoshida and 
sealed Hiroshi, with Jizuri seal, signed Hiroshi 
Yoshida in pencil, dated Showa 5 (1930) 
Horizontal oban: 10% x 15% in. (27.3 x 40.3 
cm.) 


$1,000-1,500 
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in 


4 E EH ل‎ LET TORII KOTONDO (1900-1976) 


Kamisuki (Combing Hair) 
246 Woodblock print, signed Kotondo saku and sealed Kotondo, published 
YOSHIDA HIROSHI (1876-1950) by Kawaguchi, dated Showa 4 (1929) October, edition 146/300 on 


reverse 
Fuji no niwa (Wisteria garden) Vertical ooban: 1734 x 11% in. (45.1 x 29.8 cm.) 
Woodblock print, signed Yoshida and sealed 
Hiroshi, with jizuri seal, signed Hiroshi Yoshida 
in pencil, dated Showa 10 (1935) 

Horizontal oban: 15% x 10% in. (39.7 x 27.3 
cm.) 
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$1,000-1,500 
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ITO SHINSUI (1898-1972) 
Kami (Hair) 
Woodblock print, signed Shinsui ga, sealed Shikuntei, with a round 


seal Nihon moku hanga shuppan kykokai Tomishima no in on reverse, 
published by the Commission for Protection of Cultural Properties, 


1952 
Vertical obaiban: 20% x 15V8 in. (52.7 x 38.4 cm.) 


$6,000-8,000 
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ONCHI KOSHIRO (1891-1955) 
Yuagari (After bath) 


Woodblock print, from the series Imayo fujin hattai no uchi (Eight 
views of modern women) embossed signed Ko, dated spring 1934 
1378 x 1034 in. (35.2 X 27.3 cm.) 


$15,000-25,000 
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MUNAKATA SHIKO (1903-1975) 


Tsuikai Munakata hanga Tokaido myotai byobu (Additions on 
Munakata prints: the grandiose beauty of Tokaido) 


Woodblock print, sumizuri-e, a complete set of 67 sheets, each signed, 
numbered, titled in pencil and sealed, with three opening and two 
ending pages 

Alternating horizontal and vertical designs, 16% x 20% in. (41.9 x 
52.4 cm.) each approx. 

With original wood box, titled, inscribed Toyuseibotsu Showa 
yonjushichi nen yoshifuyu shiwasu ichijoji (Sun rise up in East down 

in West, carved in December, good winter of 1972), signed Hogan 
Munakata Shiko Shinkai jidai (True view and self-inscribed by Hogen 
Munakata Shiko Shinkai), sealed Munakata Shiko, Kegon and an 
illegible seal; navy paper cover box with title slip sealed Munakata 
Shiko and another seal (67) 


$50,000-70,000 
PROVENANCE: 


Acquired from Munakata Pariji (1903-1998), 1972 


The 1970 Order of Culture and Person of Cultural Merit receiver 
Munakata Shiko, did not create a series of landscape based on real 
scene sketches until 1963, at age 60. 
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Born into a blacksmith family in the Aomori Prefecture of 
Northeast Japan, Munakata was attracted by strong colors — 
red, orange, yellow, blue and purple. These were the colors 
of the flames of a big fire disaster that occurred in 1910, 
when Munakata was 6. These vibrant colors were deeply 
rooted into his head, and explained his fascination with Van 
Gogh. However, Munakata suffered from serious short- 
sightedness as a child, which eventually became an obstacle 
to his abilities in Western art skills such as perspective and 
realistic depiction. Remaining passionate after years of an 
unsuccessful art career, the artist eventually realized his art 
path belonged to woodblock print. This medium optimized 
his talent, astonished Western viewers in the 1955 São Paulo 
Biennale and 1956 Venice Biennale, and won him a Grand 
Prix of the international division. 
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In 1963, the celebrated artist received a commission from 
Suruga Bank. The result was Munakata’s first Tokaido series, 
and the first series he made out of real scene sketches. 


Tokaido was an extensively interpreted theme of Edo Period 
woodblock prints, represented by Utagawa Hiroshige’s 
(1797-1858) Tokaido gojusan tsugi no uchi (Fifty-three stations 
of the Tokaido). Unlike Hiroshige’s focus on depicting the 
landscape and nature, Munakata aimed to demonstrate the 
landscape as a stage for humanity, where humans develop ۱ ری‎ 
and progress throughout their everyday life. The series is a éi 6 


: moi i 7 ال‎ B d sey 
presentation of how human activities impact the looks of b EPT لك‎ uH ABI 
landscape. The contrast between Hiroshige and Munakata's GES SA A ۳ 
focuses on the same theme is also a fascinating reflection "E. ” 4 eRe xw 


of the change in human-to-nature relationships in modern 
apan. "^ ۱ — ss 
The present lot is a version out of Munakata’s revisit of this 
series in 1966. Munakata made new designs of 62 landscapes 
in this tsukai (addition or second time) version based on his 
sketches from 1963. 
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Munakata’s Tokaido illustrated the modernization of Japan. RS AACCCDM NUM ibm - = ۱۳ ۳ ARS TEM یاقا‎ we Lipi m MT SET 
wu 2 1 - F hs ui. ۳ ü 


In No. 2 Shinagawa, the geometric lines present a modern ٠ شهلا‎ 
bridge with westerners, distinguishing the landscape from 
Hiroshige’s depiction of the place (see Lot 205). Munakata’s 
pictures of Yoshiwara (No. 15) also reflected the rapid 
change of Japan at the time. The first version showed a 
typical depiction of the district, with big cherry blossom 
trees on the entrance and beauties. The second version 
focuses on the carp banners on Boys’ Day, perhaps indicating 
the suppression of Edo Period’s notorious sex trade history. 
The most well-known design in the series is No. 14, Hara. 
The simplified form and lines suggest Munakata’s talent of 
extracting the essence of an object and transforming it into a 
subjective yet precise idea. 
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While it is unclear in the 1966 issued Tokaido series, the CHE o ate ee we dod See Gea 5 eo n. 
present lot comes with two hand-written opening pages | ت‎ A فد‎ 13 se SS 

with a revised title and date (April 28, 1972) 1n addition to 
the printed title page, which also contains different seals 
from the 1966 one. There are two newly designed closing 
pages; there was only one in the 1966 version. The last page 
was dated early summer 1972. The original box was dated ۵ i. pE : = J 
December 1972, perhaps suggesting the time when the entire Paat ihn AAT : | : ان ۱ فد‎ one ۴ SY. - 





series was completed. 
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A GILT-BRONZE STANDING SCULPTURE OFA 
BODHISATTVA 


THREE KINGDOMS PERIOD-SILLA DYNASTY (7TH-8TH 
CENTURY) 


The slender figure posed on an integral lotus stand holding the 
identifying urn in left hand, ornamented with a garland necklace 
across the torso and drapery flowing in long, looping pleats from the 
waist and further drapery that enwrapped the arms and that ends in 
an upward sweep above the feet, the head cast with a raised crown; 
the reverse side of the figure with a mounting peg at the back of the 
shoulder 

5 in. (13 cm.) high 


$8,000-12,000 


Elegantly outfitted in the sumptuous trappings of an Indian 

prince of old, this gilt bronze sculpture represents a bodhisattva, 

a benevolent being who has attained enlightenment but who has 
postponed entry into nirvana in order to assist other sentient beings 
in gaining enlightenment. Bodhisattvas generally are depicted with 
a single head, two arms, and two legs, though they in fact may be 
shown with multiple heads and limbs. Richly attired, bodhisattvas, 
who may be presented either standing or seated, are represented 
with long hair often arranged in a tall bun atop the head and often 
with long strands of hair cascading over the shoulders. As seen 
here, a crown sometimes surrounds the high topknot. Bodhisattvas 
wear ornamental scarves, dhotis of rich silk brocade, and a wealth 
of jewelry that typically includes necklaces, armlets, bracelets, and 
anklets; this figure’s beaded necklace descends from the neck to the 
chest, passes through a medallion at the waist, falls to the knees in 
two broad ellipses, and then loops around to the figure’s back. Like 
Buddhas, bodhisattvas have distended earlobes; some wear earrings, 
others do not. 


Closely related sculptures are in the collections of the Harvard 

Art Museums (1943.53.75) and of the National Museum of Korea 
(NMK), Seoul (M335 and Sinsu 3298; see: National Museum of 
Korea, ed., Masterpieces of Early Buddhist Sculpture, 100 BCE—700 
CE, Seoul: National Museum of Korea, 2015, pp. 186-187, no. 92, 
M335, and pp. 200-201, no. 100, Sinsu 3298). This sculpture bears 
a striking visual and stylistic similarity to NMK M335, which the 
NMK curators date to the seventh century and assign to the Baekje 
Kingdom (c. 18 BC-AD 660), just as it also shows kinship to the 
seventh-century Harvard figure. The base’s polygonal lower edge 
finds parallels in the bases of the Harvard sculpture and of NMK 
Sinsu 3298, which the NMK curators date to the seventh century 
and ascribe to the Silla Kingdom (57 BC-AD 935). 








PROPERTY FROM AN IMPORTANT JAPANESE COLLECTION 
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A GILT-BRONZE STANDING SCULPTURE OF BUDDHA 
UNIFIED SILLA DYNASTY (8TH CENTURY) 


Solid cast, shown standing on an integral lotus plinth, the body 
backed by a plain flame-shaped aureole surrounding a nimbus with 
raised border behind the head 

124 1n. (4.5 cm.) high 


$2,000-3,000 


PROVENANCE: 
Private Japanese collection, prior to 1994, and thence by descent 
within the family 


PROPERTY FROM AN IMPORTANT JAPANESE COLLECTION 
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A GILT-BRONZE STANDING SCULPTURE OF BUDDHA 
UNIFIED SILLA DYNASTY (8TH CENTURY) 

Shown standing on an integral lotus plinth, the hands held in 
vitarkamudra, the gesture of teaching the Dharma, the robes cast in 
tight loop folds with scalloped hem 

2% in. (6 cm.) high 


$4,000-6,000 


PROVENANCE: 

Private Japanese collection, prior to 1994, and thence by descent 
within the family 

EXHIBITED: 

The Museum of Yamato Bunkakan, "Korean Gilt- bronze Statues of 
Paekche and Silla Period From Japanese Collections" 1982.10.1-11.7. 


exh. cat. no. 30. 
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A GILT-BRONZE SCULPTURE OF BHAISHAJYAGURU 
(YAKSA YEORAE), BUDDHA OF HEALING 


UNIFIED SILLA DYNASTY (8TH CENTURY) 

Solid cast, with right arm raised 1n the abhayamudra, or the gesture 
of fulfilling the vow, and holding in the left hand the medicine bowl 
identifying the figure as the Buddha of Healing, the gilding on the 
body and back rich and bright; residue of mounting pegs at the back 
of the head and waist 

2% in. (5.4 cm.) high 


$4,000-6,000 
PROVENANCE: 


Private Japanese collection, prior to 1994, and thence by descent 
within the family 
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A GILT-BRONZE SCULPTURE OF BODHISATTVA 
UNIFIED SILLA DYNASTY (8TH CENTURY) 


Solid cast, the slender figure ornamented with a garland necklace 
across the neck and torso and drapery flowing in long, looping pleats 
from the waist and with remainders of further drapery that originally 
enwrapped the arms and that ends 1n an upward sweep above the 
feet, the head cast with a raised crown, the reverse side of the head 
with a mounting peg 


S2 in. (14 cm.) high 
$7,000-9,000 


PROVENANCE: 
Private Japanese collection, prior to 1994, and thence by descent 


within the family 
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A GILT-BRONZE STANDING SCULPTURE OF 
BODHISATTVA 


UNIFIED SILLA DYNASTY (8TH-9TH CENTURY) 


The bodhisattva holding the identifying urn in the left palm and 
wearing drapery knotted at the waist and falling in narrow trails 

from the shoulders, the hair gathered up into a high coiffure, the 
reverse of the figure with three oblong channels, a mounting peg 
between the shoulders 

776 in. (20 cm.) high 

With hardwood stand 


$30,000-40,000 
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A CELADON STONEWARE VASE 
GORYEO DYNASTY (12TH-13TH CENTURY) 


Of pear shaped body raising from a flat circular foot, with long 
flaring neck, the body incised with flowering lotus and bands of 
leaves and petals, with a small loop handle below the mouth, covered 
by arich green celadon glaze with high sheen and dense crackle, base 
unglazed 

11% in. (28.9 cm.) high 


$18,000-22,000 
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A WHITE PORCELAIN BOTTLE VASE 
JOSEON DYNASTY (15TH-16TH CENTURY) 


Of elegant pear form with tapered, tall neck ending in a slightly 
rolled lip and set on a circular foot, applied with a lustrous 
transparent glaze 

11% in. (30.2 cm.) high 


$40,000-60,000 


Made during Korea’s Joseon dynasty (1392—1910), this elegant 
porcelain bottle dates to the 15th-16th century. Though its exact 
function remains unknown, it is likely for serving wine. Korean 
porcelains seldom show the bold palette of those from China’s 
Ming (1368—1644) and Qing (1644-1911) dynasties; rather, as strict 
followers of Neo-Confucianism, Koreans of the Joseon dynasty 
embraced an austere aesthetic vision, their porcelains sporting only 
limited decoration. In fact, many Joseon porcelains, such as this 
majestic bottle, are unembellished, relying on tautness of form and 
beauty of glaze for their aesthetic appeal. 








260 


A WHITE PORCELAIN SQUARE BOTTLE 
JOSEON DYNASTY (18TH CENTURY) 


The square bottle set on square foot with angled shoulders and 
tapered, straight cylindrical neck ending in a rolled rip and decorated 
with a lustrous transparent glaze with blue cast 

6% in. (15.6 cm.) high 


$120,000-160,000 


For another bottle of this type, see The Radiance of Jade and 
Clarity of Water: Korean Ceramics from the Ataka Collection, 
exh. cat. (Chicago: The Art Institute; New York: Hudson Hills 
Press, 1992), pl. 73. The catalogue entry remarks that scholars have 
not determined the exact procedure the Joseon potter followed 

for square porcelain bottles. One theory holds that he used four 
individual molds to form each side, pressed them together and then 
added the top and base. Another holds that the potter molded the 
clay into a dense cube that he hollowed out. 
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A COPPER-RED-DECORATED PORCELAIN BOTTLE 
JOSEON DYNASTY (18TH-19TH CENTURY) 


The cylindrical form with round shoulder with a incised line, the 
straight neck ends in a rolled lip, decorated in underglaze copper 
oxide and covered by a clear glaze 

7 in. (18.1 cm.) high 


$120,000-180,000 


PROVENANCE: 
Stanley Smith (1876-1954), Christian missionary in Seoul 
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A BLUE AND WHITE PORCELAIN BOTTLE VASE 
JOSEON DYNASTY (18TH CENTURY) 


The faceted octagonal form with slightly flared long neck, with 
circular foot, painted in underglaze-blue with deer and crane 
among pine tree, bamboo and rock symbolizing elements of Ten 
Signs of Long Life (shipjaengsaeng), the body applied with a lustrous 
transparent overglaze 

12% in. (30.8 cm.) high 


$40,000-60,000 


This work is decorarated with imagery motifs from the Ten 

Signs of Long Life derived from the Daoist immortality cult that 
developed originally in China during the Han dynasty. Their 
auspicious symbolism was extremely popular in all strata of Korean 
society during the Joseon dynasty and they appear in most of the 
decorative arts of this period. Many of these, as here, use a selection 


of the set of motifs to represent all ten. 


Anonymous, The ten signs of long life 
(Shipjangsaeng), Korea. Joseon dynasty, 
18th-19th century. Christie’s, New York, 25 
Apr 2017, lot 120. 
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A BLUE AND WHITE PORCELAIN FACETED BOTTLE VASE 
JOSEON DYNASTY (19TH CENTURY) 


The octagonal form with slightly flared long neck, with octagonal foot, 
painted in underglaze-blue with landscape, the body applied with a 
lustrous transparent overglaze 

11% in. (30.2 cm.) high 


$50,000-70,000 


PROVENANCE: 
Yamaguchi Kenshiro 


LITERATURE: 
Kobayashi Taichiro, Chosen toki zusetsu (Catalogue of Korean ceramics) 
(Kyoto: Yamamoto Koshu Shasin Kogeibu, 1941), no. 76. 

















The present vase illustrated in the exhibition 
catalogue, Kyoto, Yamamoto Koshu Shashin 
Kogeibu, 1941, no. 76. 
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A CELADON GLAZED SEAL 
GORYEO DYNASTY (12TH CENTURY) 


The square seal with knob finely modeled as a seated 
monkey covering its mouth and left ear, covered by a 
rich green celadon glaze 


174 1n. (3.2 cm.) high 


$6,000-8,000 
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A SET OF FIVE LARGE AND SMALL SLIP-INLAID 
CELADON BOXES AND COVERS 


GORYEO DYNASTY (13TH CENTURY) 


Of circular form, the set consists of one large and four small 
boxes, inlaid in iron and white slip with cranes, clouds, 
chrysanthemum and geometric bands, a flower to the center of 
cover and three spur marks to the base of the large box, applied 
with rich celadon glaze 

Large box: 4% in. (12.1 cm.) diam. 

Small boxes: 1% in. (4.1 cm.) diam. each approx. (5) 


$20,000-30,000 
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A CELADON GLAZED EWER 
GORYEO DYNASTY (12TH CENTURY) 


The tall ewer modeled as a melont with incised details of scrolling 
flowers, applied with s-shaped spout and handle, covered with a glaze 
of soft sea-green tone 

77s in. (18.1 cm.) high 


$40,000-50,000 


Korea's best-known ceramics, the celadon wares, were produced 
during the Goryeo dynasty (918—1392), an era of supreme artistic 
refinement. Vessels with molded, incised, or carved decoration, 
such as this exquisite ewer, typify twelfth-century Korean wares, 
while ones with designs inlaid in black and white slips epitomize 
those of the thirteenth and fourteen centuries. As evinced by 
this melon-shaped ewer, Goryeo-period clients favored vessels 1n 
sculptural form, the forms characteristically suggesting bamboo 
shoots, lotus blossoms, ripe melons, calabash gourds, and open 
blossoms. Korean celadon glazes tend to be more transparent 
and also more bluish green than those of contemporaneous 
Chinese celadons. The finest Korean celadons rival their Chinese 
counterparts in terms of both artistic sophistication and technical 


achievement. Virtually identical ewer in the collection of National 
Museum of Korea, see Koryo Celadon Masterpieces: National Museum 
of Korea 1989, exh. cat. (Seoul: National Museum of Korea, 1989), 
no. 32 
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A BUNCHEONG SLIP-DECORATED STONEWARE BOWL 
JOSEON DYNASTY (15TH-16TH CENTURY) 


The bulbous shape bowl set on a low and flared foot, decorated on 
exterior and interior with white slip in repeating short strips and 
stylized chrysanthemum with inscriptions possibly JH on interior, 
applied with a clear glaze, the circular foot rim unglazed 

6% 1n. (16.8 cm.) diam. 

With a wood box inscribed by Koyama Fujio (1900-1973) 


$20,000-30,000 


This bowl was examined by Fujio Koyama (1900-1975), one of 
the most well-known scholars of Joseon ware, who was also the 
former director of the Tokyo National Museum. The box bears 
his inscription on both sides of the cover, referring to the bowl as 
Buncheong ware from the early Joseon dynasty and also about two 


inscriptions inside the bowl. 
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A BLUE AND WHITE PORCELAIN CIRCULAR BRUSH 
WASHER 


JOSEON DYNASTY (19TH CENTURY) 


The shallow brush washer with flaring mouth rim set on a ring foot, 


decorated in underglaze blue with ducks and lotus 
§% in. (14.6 cm.) diameter 


$4,000-6,000 
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A LARGE BLUE-AND-WHITE PORCELAIN BOWL 
JOSEON DYNASTY (19TH CENTURY) 

The circular deep bowl with extended rim, set on a short ring foot, 
decorated in underglaze-blue with a large leaping carp and stylized 
clouds, exterior undecorated, applied with a clear glaze 

157^ 1n. (39.4 cm.) diameter 


$15,000-25,000 
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A SMALL BLUE-AND-WHITE PORCELAIN BOTTLE 
JOSEON DYNASTY (19TH CENTURY) 


The cylindrical form with round shoulder and straight neck, finely 
decorated in underglaze-blue with motifs representing the Ten Signs 
of Long Life, including flying crane, bamboo, dragon, deer, fungus, 
turtle, pine and rock, the shoulder with stylized bats 

3% in. (7.9 cm.) diameter 


$15,000-25,000 
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A BLUE AND WHITE PORCELAIN EWER AND COVER 
JOSEON DYNASTY (19TH CENTURY) 


The globular form with a slightly curved spout and a loop handle, 
with circular hollow foot, decorated in underglaze-blue with peony 
flowers, the body applied with a lustrous transparent overglaze 


6% in. (15.9 cm.) high 


$15,000-25,000 
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A COPPER-RED-DECORATED PORCELAIN EWER 
JOSEON DYNASTY (18TH-19TH CENTURY) 


The ovoid form with circular hollow foot, applied with a square 
spout decorated in underglaze copper oxide with scrolling grape 
vines, with a later cover and handle 

6% 1n. (16.5 cm.) long 


$35,000-45,000 
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A SEVEN-SECTION CARVED BAMBOO BRUSH HOLDER 
JOSEON DYNASTY (LATE 19TH-EARLY 20TH CENTURY) 


Carved with seven connected cylinders designed to hold brushes of 
different lengths, each cylinder carved with Longevity symbols of 
the Ten Signs of Long Life (Sipjangsaeng-do), the carved decoration 
stained and polished golden brown and the shallow recessed 
background areas and rims lacquered black 

9 in. (22.9 cm.) high 


$3,000-4,000 
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A MOTHER-OF-PEARL INLAID LACQUER TABLE 
JOSEON DYNASTY (17TH-18TH CENTURY) 


The hexafoil table set on six cabriole legs, finely decorated in 
inlaid mother-of-pearl with geometric patterns and floral scrolls of 
chrysanthemum on black lacuger ground, applied with red lacquer 
on the interior 

1674 x 10% x 8% in. (42.5 x 26.4 x 20.6 cm.) 


$6,000-9,000 


~275 
A MOTHER-OF-PEARL-INLAID FOLIATE-SHAPED TRAY 
JOSEON DYNASTY (16TH CENTURY) 


Inlaid on the interior and exterior in mother-of-pearl with lotus 
arabesques and circular geometric pattern on a black ground, the 
foliate-shaped foot rim enclosing the base of red lacquer 

17% in. (44.1 cm.) long 


$20,000-30,000 


The motif of scrolling peony is one of the characteristics of the 
mother-of-pearl inlaid lacquer works from Joseon Dynasty and had 
been depicted on many of lacquer works. For a similar tray with 
the same design in the collection of Metropolitan Museum, see J. 
Watt, et al., East Asian Lacquer: The Florence and Herbert Irving 


Collection, 1991, 2. 117, co. 152. 
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A SET OF RUBBINGS OF 
CALLIGRAPHIES OF KINGS 

JOSEON DYNASTY (DATED 1723) 

A set of one hundread two rubbings of 
calligraphies of Joseon Dynasty kings 
mounted as an album; ink rubbing on paper 
12/4 x 9 in. (31.1 x 22.9 cm.) each approx. 


$15,000-20,000 
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ANONYMOUS (EARLY 16TH CENTURY) 
Mountain Landscape 


With an illegible red square seal 
Hanging scroll; ink and light color on silk 
2578 x 217/8 in. (65.7 x 55.6 cm.) 


$200,000-300,000 


PROVENANCE: 


C.T. Loo and Frank Caro 
Private American collection 


LITERATURE: 
Itakura Masaaki, 'Chosen ocho zenki sansuizu' (Landscape painting 


from early Joseon dynasty), Kokka vol. 1503 (January, 2021), pl. 5. 


Landscape depicts a panorama of boats, streams, and figures along the 
riverbank and mountain ranges. The dynamic composition, stylized 
texture of repeated short lines, and the unrestrained brushstrokes 

all attests to the influence of An Gyeon (active ca. 1440—1470), the 
leading court painter of the 15th century. This painting presents a 
diagonal composition as the main mountain meanders up and back 
to a distant peak in the center. The dynamic movement of pictorial 
elements, the composition of space and perspective employing the 
three distances, the cloudlike rock formations, and the deft use of 
thickening and thinning brushstrokes are all indebted to the style 
of Guo Xi and his followers; however, the stylized forms of the 
mountains and the repeated stroke that add texture to the hills 

and rocks result in a manneristic style that distinguishes it from its 
Chinese Song precedents. 


The ridge of the main mountain range rises in the middle ground 
and zigzags toward the misty peaks in the distance. Trees and bushes 
on the ridges are painted as simplified lines and dots. A poetic 
atmosphere is summoned by the patches of mist that hover between 
the hills and mountains. The main mountain is depicted from three 
viewpoints: the central peak from a high distance, the left cascade 
from a level distance, and the right valley from a deep distance. 

The distorted rocks of the cliffs and boulders form a more complex 
spatial relationship between the midground and foregrounds. The 
rocky boulders topped by various trees are rendered with a mixture 
of blunt lines and ink washes. Cloudlike rocks and outcrops create 

a curved gap, though which a tiled-roof house with bamboo can 

be seen. Barely visible near the house in the middle ground, three 
seated human figures appear to be indulging in leisurely conversation 
seated in front of the house. The house with bamboo 1s also 

found in the early 16th-century Joseon paintings such as Travelers 
Among Mountains and Waters attributed to Guo Xi (Fukuoka Art 
Museum), Eight Views of the Xiao and Xiang Rivers around 1539 
(Daigan-ji, Hiroshima), and Landscape inscribed by Hakpo (National 
Museum of Korea). 
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The oddly-shaped rocky cliff that dominates in the middle ground 
is an obvious trace of Guo Xi's influence. This pictorial motif is 
shared by the typical 16th century landscape paintings of the Joseon 
dynasty in the style of Guo Xi, including Gathering of Government 
Officiasl from the Office of the Censor-General in 1540 ( National 
Museum of Korea), Gathering of Government Officials from the 
Ministry of Military Affairs in 1541 ( National Museum of Korea), 
and Landscape inscribed by Hakpo. Gathering of Government 
Officials from the Ministry of Punishment around 1546 (Treasure 
no. 1616) reveals an even closer connection to this painting in 
terms of its rock formations, arrangement of pictorial motifs, and 
brushstrokes. This painting of scholars’ gathering, by employing 
vast space between the pictorial elements, conveys a sense of 
expansiveness. It employs a bisected “one-sided composition” by 
placing empty space on one side and most of the motifs on the 
other. Compared to Landscape Gathering of Government Officials 
from the Ministry of Punishment exhibits a certain degree of 
stylization and formatted configuration. In Landscape a stream, 
meandering from behind the rocks in the midground, flows into 
the foreground. Empty boats moored at the shore, a rustic bridge, 
winding paths lend an idyllic air to the scene. On the riverbank 
stands a two-storied building complex. 


The brushstrokes are jagged, with short and stylized lines rendered 
repeatedly along the mountain ridges and surfaces of rocks, which 
suggests that this work was painted around the 16th 


century when the short-line texture strokes known as danseon 
jeomjun became popular. Moreover, the dots applied along the 


jagged contour line of the rocks and the moderate use of short- 
line texture strokes indicates this work's close association with the 
early danseon jeomjun. The spatial recession and representation 

of the atmospheric perspective 1s achieved through the effective 
manipulation of various tones of ink washes in various tones; 
however, the intervals of space between foreground and background 
are reduced, and the pictorial elements in three planes are more 
smoothly connected than in landscapes paintings from the second 
half of the 16th century landscape painting. In addition to the early 
Joseon trend, the enlarged scale of the architecture in this painting 
shows a close connection with the Ming style, as exemplified by Li 
2215 (d.1431) Mountain Village (Palace Museum Beijing). 


The scroll was once misidentified as a Ming landscape, as indicated 
by the inscription on its wooden container, “Landscape of the 
Ming dynasty." A catalogue card also suggests its Chinese origin. 
According to the card, this painting was once included in the 
inventory of Frank Caro (1904-1980), a New York dealer and 
successor of C.T Loo (1880—1957). C.T. Loo was one of the 

most important dealers of Chinese art based in New York City 
during the first half of the twentieth century. Their clients included 
renowned private collectors and curators from the Art Institute of 
Chicago, the Nelson-Atkins Museum of Art, and the Freer Gallery 
of Art and Cleveland Museum. 


In conclusion, this hanging scroll is a splendid work from the first 
half of the 16th century that demonstrates the artistic achievement 
of Joseon painters and their creative interpretation of the Li-Guo 
tradition within the Korean context. 


Yoonjung Seo 
Myongji University, Seoul 
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ANONYMOUS (16TH CENTURY) 
Gathering of Government Officials 


Hanging scroll; ink on silk 
20 x 22 in. (50.8 x 55.9 cm.) 


$60,000-80,000 


The subject of this rare painting, recently discovered in a Japanese 
collection, is a gathering of eight officials in an idyllic setting on 

a bluff overlooking a lake or a large river. The painting 1s in the 
style of An Gyeon (active ca. 1440-70), but differs from others of 
the period in that it has fewer landscape elements. One painting 
attributed to An Gyeon School in the collection of the National 
Museum of Korea, Seoul, that represents gathering of officials at 
the Board of Defense, is visually similar to this one, and the date 
of 1541 indicate that such gatherings and associated paintings were 
well established by the first half of the sixteenth century (accession 
number, Sinsu 13555). The title and list of attendees might have 
been cropped. 
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ANONYMOUS (16TH CENTURY, CIRCA 1531) 
Gathering of Scholars at the National Library (Dokseodang) 


Hanging scroll; ink and light color on silk 
3578 x 24% in. (91.1 x 61.9 cm.) 
With deer antler scroll ends 


$500,000-700,000 


PROVENANCE: 

Kanda Kiichiro (1897-1984) 

LITERATURE: 

Ahn, Hwi-Joon, Kokuho: Kankoku nanasen-nen bijutsu taikei (National 
Treasure: Collection of Seven Thousand Years of Korean Art) (Tokyo: 
Takeshobo, 1985), no. 47. 


This hanging scroll commemorates a gathering of scholars at the 
National Library (Dokseodang) that took place near the Han River 
in 1531. One of the earliest known paintings of literati gatherings, 
a genre that thrived in the Joseon dynasty, this artwork reveals the 
early development of the painting of literati gathering thriving in 
the Joseon dynasty, which reflects the influence of the style of An 
Gyeon (active ca. 1440-1470), a prominent painter of the Joseon 
court. 


In paintings of literati gatherings, the standard compositional scheme 
assumes a tripartite configuration: the title reads in seal script 

across the top, the meeting takes place in the middle, and the the 
list of participants appears at the bottom. This painting portrays a 
gathering of twelve young and talented scholar-officials who have 
taken a sabbatical leaves from their governmental duties in order 

to sharpened scholarship at the national institute. Their names, 
birthdates, the dates of qualification for the civil service examination, 
year of leave at the Dokseodang, the ranks, and the government 
position are all recorded along the bottom, followed by the names 
and positions of their fathers. This documentation identifies the 
participants, which in turn provides clues as to the dates of the 
actual meeting and thee painting's execution. The short lines and 
textured strokes applied to the mountains, rocks, and hills, the spatial 
arrangement of pictorial elements, and the brushwork all show 

close affinities to the style of An Gyeon, a painter who created his 
monumental landscapes in the manner of the Northern Song painter 
Guo Xi (active ca. 1020—1090). 


Officials engaged in the practice of organizing gatherings and the 
commissioning commemorative painting since the Goryeo dynasty; 
however, few paintings from before the 16th century have survived. 
Distinguished men in government positions often held such get- 
togethers to promote comraderies while exchanging poems over 
wine and appreciating works of art. The meetings took place on 
various occasions among diverse members, who were of the same 
age, had passed the civil service exams in the same year, or worked 
in the same government bureau. Honorable officials over seventy 
years of age who held the second rank of government position 

had the Meetings off Elders (Kirohoe or Kiyeonghoe) under the 
auspices of the state. Literati gatherings were commemorated by 
visual records of the events, usually in the forms of painted hanging 
scrolls or albums. Multiple copies were usually made and distributed 
among the participants as a keepsakes. 


The earliest extant painting in this genre 1s Gathering of 
Government Officials from the Office of the Inspector-General 
(Gyeonggi Provincial Museum, 1488) but typical characteristics 

of Joseon gathering painting appear in the 16th century. In the 
paintings of this period, the gathering is depicted in miniature 
against a monumental landscape, a jovial atmosphere is suggested 
by the pots of wine that accompany the group. The monumentality 
of the landscape outsized the staffage of the human figures, and 
therefore early paintings of scholarly gatherings appeared almost 
identical to contemporaneous landscape paintings which featured 
lyrical views of nature with colossal mountains and expansive waters 
rendered in the style of An Gyeon. 





While 16th century paintings of literati gatherings tend to idealize 
the landscape, Gathering of Scholars at the National Library 
depicts the actual scenery of the event in 1531. The National 
Library was located at a scenic site on the shore of the Eastern Lake 
(Dongho) of the Han River. It was constructed near Dumopo, 

the confluence of Jungnang Stream and the Han River, in 1517. 
Gathering of Scholars att the National Library shows a panorama 
of the Eastern Lake (currently Oksu-dong) as seen from across the 
river (Apgujeong-dong). This follows the typical style of landscape 
painting that thrived in the early 16th century. An Gyeon’s style, 
which recalls the stylized Li-Guo style of the Yuan dynasty, is 
found in this painting. The tripartite composition features rocky 
hhills in the foreground topped by trees rendered with washes and 
short liner strokes, an expansive middle ground with a single boat 
moored at the shore, and a distant building complex emerging 
from the mist. The surface of the Mount Eungbong shows short, 
repeated texture strokes, known as danseon jeomjun; a stylistic 
elements that appeared in Joseon landscape paintings only after 

the late 15th century. The repeated short lines form a contrast 
between light and dark, which 15 a distinctive feature of early Joseon 
painting. 


The fog surrounding the pavilions, thatched houses, and villages 
evokes a poetic atmosphere. The use of vapors and mists, 

spatial arrangement, and diverse brushstrokes together create a 
compositional coherence and sense of expansiveness. Scholars clad 
in official hats and garments are shown enjoying wine in a boat 
beneath a canopy. Nearby, another boat carries two more jars of 
wine. A few fishing boats and fishermen hauling in a net in the 
river add small, intriguing vignettes of Joseon life. The figures and 
actual scene of the gathering are depicted in diminutive size, despite 
their significance. The architecture of the National Library 1s nestled 
in mist, and only the peaks of the roofs can be seen. Beyond Mount 
Eungbong, the bluish silhouettes of Mounts Bukak and Samgak can 
be recognized. The most discernable feature of this painting, the use 
of short-line texture strokes, also appears throughout the mountains, 
hills, and rocks of the midground and far distance. The oddly 
shaped rocks and hills are delineated with trembling contours, while 
their surface is represented with many short, repeated texture strokes 
along with ink washes off various tones. 


Two other paintings of scholars’ gatherings at the National 

Library in the 16th century survive today — one in the collection 
of Gwangju National Museum (ca. 1545) and the other in Seoul 
National University Museum (ca. 1570). The former, entitled 
Scholars’ Gatherings at the Eastern Lake, presents a symmetrical 
arrangement of pictorial elements in the foreground and far 
distance, separated by a vast watery expanse. Mountains, hills, cliffs, 


trees, and pavilions enveloped in mist add a poetic dimensions to 
the serenity of this riverscape. The latter painting includes larger 
architectural elements that occupy a greater proportion of the 
picture, resulting in a close-up view of the National Library and 

its immediate backdrop landscape. This painting focuses on details 
of human interest — figures engaging in a conversation within the 
building, climbing the mountain along a well-trodden path, and 
arriving on horseback. The architectural structure is rendered in 

as much detail as the trees. Despite minor changes in perspective 
and composition, these three 16th century paintings commonly 
share pictorial elements inherited from An Gyeon style. The 
compositional features, the ample use of short lines and spots, a 
sharp contrast between the dark and light of these paintings are 
defining elements of 16th-century Joseon landscape painting. These 
stylistic features are also found in other representatives 16th-century 
landscape, including Eight Views of the Xiao and Xiang Rivers 
attributed to An Gyeon (National Museum of Korea), and Eight 
Views of the Xiao and Xiang Rivers in the collection of Daigan-j1 
in Hiroshima Prefecture, Japan (before 1539). 


The lower part of the work lists the names of the twelve 
participants in order of ranks: Jang Ok GEE), Hong Seoju (H 
Allis), Heo Ja (EFR), Im Baekryeong (KA Ei), Song Insu (R 
ZF), Song Sun (RAE), Ju Sebung (Ja) THINS), Yi Rim (#8), 
Heo Hang (FYL), Sin Seokgan (FF), Eum Eun (xT), and 
Choe Yeon (FE). This gathering is assumed to have been held 
sometime between the third month of the lunar year of 1531, when 
Heo Hang was appointed to the fourth censor of the Office of the 
Censor-General, and the fifth month of the that year, when Choe 
Yeon was promoted to the sixth counselor in the Office of Special 
Advisors. 


This painting was formerly owned by Kanda Kiichiro (1897—1984), 
a famous Japanese sinologist and scholar of bibliography. As a 
student of Naito Konnan (1866—1934) and a youthful member 

of the Kyoto school of Sinology, Kanda devoted himself to 
promoting Eastern art and preserving national character. While 
serving as a professor at Otani University and director of Kyoto 
National Museum, Kanda Kiichiro published extensively on the 
caves at Dunhuang, landscape painting, and calligraphy from China 
and Japan. The collector’s mark, reading “Kanda no. 68,” is still 
attached to the wooden container of the scroll. 


In short, this scroll from the early 16th century is one of the 

first paintings to depict the actual setting of a scholars’ gathering. 
Moreover, this stunning work attests to enduring influence from the 
An Gyeon style throughout the first half the Joseon dynasty. 


Yoonjung Seo 
Myongji University, Seoul 
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ATTRIBUTED TO JEONG HONG-RAE (18TH-19TH 
CENTURY) 

Rising Sun and Hawk Perched on Rock 

Hanging scroll; ink and color on silk 


4412 x 231/2 in. (113 x 59.7 cm.) 


$30,000-40,000 


PROVENANCE: 
Japanese private collection 


A closely related painting by Jeong Hong-rae formerly in the 
collection of Yi Royal Household Museum is now in the collection 
of the National Museum of Korea, Seoul (Deoksu 937) (Fig.1). 


Fig.1 Jeong Hong-rae (18th century), The 
Rising Sun and Hawk on the Rock, Korea. 
Joseon Dynasty, National Museum of Korea 
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ANONYMOUS (18TH-19TH CENTURY) 


Hunting Scene 


Section of hand scroll; ink and color on silk 
12 x 8278 in. (30.5 x 213 cm.) 


$8,000-12,000 


Hunting customs were vigorously maintained and practiced in 
China during the Qing dynasty (1644-1911) to reinforce the 
Manchu ethnic identity of the Qing imperial family; moreover, the 
imperial hunt at Mukden, the Manchu homeland, was conducted 
as an annual rite in which the emperor participated. Artists at the 
Qing court produced documentary paintings to commemorate 

the hunts, including those in which the emperor participated; 

such Chinese images likely played a key role as pictorial sources 

for the hunting scenes painted in Korea late in the Joseon dynasty 


(1392—1910). 


Paintings of the hunt gained renewed popularity in eighteenth- 
century Korea as prejudice against the culture of China’s Qing 
dynasty declined and curiosity toward foreign customs and 
ethnicities increased, thanks to diplomatic exchanges between 
China and Korea in the late Joseon era. In fact, despite Korea’s 
strained relationship with the Mongols during China’s Mongol 
Yuan dynasty (1279—1368), and occasionally with the Manchus 
during China’s Manchu Qing dynasty, Koreans maintained great 
admiration for both the Mongols’ and the Manchus' superb hunting 
and equestrian skills. 
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ANONYMOUS (19TH-20TH 
CENTURY) 

Golden Rooster 


Eight-panel screen (Geum byeongpung); ink 
and color on paper 
348 x 11914 in (86.7 x 302.9 cm.) 


$40,000-60,000 





According to Park Seong Hee, “there is a record written by Yi Yu- 
won (1814-1888), a late nineteenth century scholar official, stating 
that King Jeongjo, who reigned from 1776-1800 as the twenty- 
second king of Joseon dynasty, ordered Kim Hong-do (1745-1806), 
the greatest court painter of the time, to make a copy a Japanese 
screen with golden roosters to decorate the interior of his palace.” 
(Park Seong Hee, “Changes in Perception of Japanese Gold Folding 
Screens in Korean Following the Latter Half of the Eighteenth 
Century: Focused on Korean Art Works with the Golden Rooster 
Motif” in Toward the Future: Museums and Art History in East Asia, 
op. cit., p. 30.) Though the location of the original screen by Kim 
Hong-do’s Golden Rooster is unknown, there are many similarities 
between the screen described in this record and the present lot. 
Two other screens featuring the same golden roosters in Japanese 
style are known to exist in the Leeum Museum, Seoul, and Musee 
Guimet, Paris 
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KIM JUNGEUN (FL. LATE 19TH CENTURY) 
Mothers and playing children 


Signed ...Kim Jungeun 
Hanging scroll; ink and color on silk 
43V8 x 12% in. (109.5 x 32.4 cm.) 


$7,000-9,000 
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KIM JUNGEUN (FL. LATE 19TH CENTURY) 
Scenes of daily life 


Each sheet sealed Kisan and titled in hangul 

Set of fourteen colored paintings and sixteen ink paintings on fifteen 
sheets of paper 

7¥2 x §¥ein. (19.1 x 13 cm.) each approx. (30) 


$15,000-20,000 


Kim Jungeun was a genre painter of the late 19th century well 
known for his portrayals of Korean popular culture. For an album 
by Kim Jungeun in the collection of the Museum fur Volkerkunde, 
Hamburg, see Ahn Hwi-joon, Pungsuckhwa (Genre painting), 
Hanguk eui mi (Korea's beauty), vol.19 (Seoul: Joong-ang Ilbo sa, 
1985), pls. 163, 164 and figs. 26, 30, 31. 
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find a glossary at the end explaining the meaning 

of the words and expressions coloured in bold. As 
well as these Conditions of Sale, lots in which we 
offer Non-Fungible Tokens are governed by the 
Additional Conditions of Sale - Non-Fungible 
Tokens, which are available in Appendix A herein. 
For the sale of Non-Fungible Tokens, to the extent 
there is a conflict between the "New York Conditions 
of Sale Buying at Christie's" and "Additional 
Conditions of Sale - Non-Fungible Tokens", the 
latter controls. 


Unless we own a lot in authen or in part (A symbol), 
Christie's acts as agent for the seller. 


A BEFORE THE SALE 
1 DESCRIPTION OFLOTS 


(a)Certain words used in the catalogue description 
have special meanings. You can find details of 
these on the page headed "Important Notices 
and Explanation of Cataloguing Practice" which 
forms part of these terms. You can find a key 
to the Symbols found next to certain catalogue 
entries under the section of the catalogue called 
"Symbols Used in this Catalogue". 


(b) Our description of any lot in the catalogue, any 
condition report and any other statement made 
by us (whether orally or in writing) about any lot, 
including about its nature or condition, artist, 
period, materials, approximate dimensions, 
or provenance are our opinion and not to be 
relied upon as a statement of fact. We do not 
carry out in-depth research of the sort carried 
out by professional historians and scholars. All 
dimensions and weights are approximate only. 


2 OURRESPONSIBILITY FOR OUR 
DESCRIPTION OFLOTS 


We do not provide any guarantee in relation to 
the nature of a lot apart from our authenticity 
warranty contained in paragraph E2 and to the 
extent provided in paragraph I below. 


3 CONDITION 


(a)The condition of lots sold in our auctions can 
vary widely due to factors such as age, previous 
damage, restoration, repair and wear and 
tear. Their nature means that they will rarely 
be in perfect condition. Lots are sold "as is," 
in the condition they are in at the time of the 
sale, without any representation or warranty 
or assumption of liability of any kind as to 
condition by Christie's or by the seller. 


(b)Any reference to condition in a catalogue entry 
or in a condition report will not amount to a full 
description of condition, and images may not 
show a lot clearly. Colours and shades may look 
different in print or on screen to how they look 
on physical inspection. Condition reports may 
be available to help you evaluate the condition 
of a lot. Condition reports are provided free of 
charge as a convenience to our buyers and are 
for guidance only. They offer our opinion but 
they may not refer to all faults, inherent defects, 
restoration, alteration or adaptation because 
our staff are not professional restorers or 
conservators. For that reason condition reports 
are not an alternative to examining a lot in person 
or seeking your own professional advice. It is your 
responsibility to ensure that you have requested, 
received and considered any condition report. 


4 VIEWING LOTS PRE-AUCTION 


(a)lf you are planning to bid on a lot, you should 
inspect it personally or through a knowledgeable 
representative before you make a bid to make 
sure that you accept the description and its 
condition. We recommend you get your own 
advice from a restorer or other professional 
adviser. 


(b)Pre-auction viewings are open to the public free 
of charge. Our specialists may be available to 
answer questions at pre-auction viewings or by 
appointment. 


5 ESTIMATES 


Estimates are based on the condition, rarity, 
quality and provenance of the lots and on prices 
recently paid at auction for similar property. 
Estimates can change. Neither you, nor anyone 
else, may rely on any estimates as a prediction 
or guarantee of the actual selling price of a lot or 
its value for any other purpose. Estimates do not 
include the buyer's premium or any applicable 
taxes. 


6 WITHDRAWAL 


Christie's may, at its option, withdraw any lot from 
auction at any time prior to or during the sale of the 
lot. Christie's has no liability to you for any decision 
to withdraw. 


7 JEWELLERY 

(a)Coloured gemstones (such as rubies, sapphires 
and emeralds) may have been treated to improve 
their look, through methods such as heating 
and oiling. These methods are accepted by the 
international jewellery trade but may make the 
gemstone less strong and/or require special care 
over time. 


(b)All types of gemstones may have been 
improved by some method. You may request a 
gemmological report for any item which does not 
have a report if the request is made to us at least 
three weeks before the date of the auction and 
you pay the fee for the report. 


(c)We do not obtain a gemmological report for every 
gemstone sold in our auctions. Where we do 
get gemmological reports from internationally 
accepted gemmological laboratories, such 
reports will be described in the catalogue. 
Reports from American gemmological 
laboratories will describe any improvement 
or treatment to the gemstone. Reports from 
European gemmological laboratories will 
describe any improvement or treatment only 
if we request that they do so, but will confirm 
when no improvement or treatment has been 
made. Because of differences in approach and 
technology, laboratories may not agree whether 
a particular gemstone has been treated, the 
amount of treatment, or whether treatment is 
permanent. The gemmological laboratories will 
only report on the improvements or treatments 
known to the laboratories at the date of the 
report. 


(d)For jewellery sales, estimates are based on the 
information in any gemmological report. If no 
report is available, assume that the gemstones 
may have been treated or enhanced. 


8 WATCHES & CLOCKS 


(a)Almost all clocks and watches are repaired in 
their lifetime and may include parts which 
are not original. We do not give a warranty 
that any individual component part of any 
watch is authentic. Watchbands described as 
“associated” are not part of the original watch 
and may not be authentic. Clocks may be sold 
without pendulums, weights or keys. 


(b)As collectors’ watches often have very fine and 
complex mechanisms, you are responsible 
for any general service, change of battery, or 
further repair work that may be necessary. We 
do not give a warranty that any watch is in good 
working order. Certificates are not available 
unless described in the catalogue. 


(c)Most wristwatches have been opened to find 
out the type and quality of movement. For that 
reason, wristwatches with water resistant cases 
may not be waterproof and we recommend you 
have them checked by a competent watchmaker 
before use. 
Important information about the sale, transport 
and shipping of watches and watchbands can be 
found in paragraph H2(f). 


B REGISTERING TO BID 
1 NEW BIDDERS 


(a)If this is your first time bidding at Christie's or 
you are a returning bidder who has not bought 
anything from any of our salerooms within the 
last two years you must register at least 48 
hours before an auction begins to give us enough 
time to process and approve your registration. 
We may, at our option, decline to permit you to 
register as a bidder. You will be asked for the 
following: 


(ifor individuals: Photo identification (driver's 
licence, national identity card, or passport) 
and, if not shown on the ID document, proof 
of your current address (for example, a 
current utility bill or bank statement); 


(iiffor corporate clients: Your Certificate of 
Incorporation or equivalent document(s) 
showing your name and registered address 
together with documentary proof of 
directors and beneficial owners; and 


(iii)for trusts, partnerships, offshore companies 
and other business structures, please 
contact us in advance to discuss our 
requirements. 


(b)We may also ask you to give us a financial 
reference and/or a deposit as a condition of 
allowing you to bid. For help, please contact our 
Client Services Department at +1 212-636-2000. 


2 RETURNING BIDDERS 


As described in paragraph B(1) above, we may at our 
option ask you for current identification, a financial 
reference, or a deposit as a condition of allowing 

you to bid. If you have not bought anything from any 
of our salerooms within the last two years or if you 
want to spend more than on previous occasions, 
please contact our Client Services Department at +1 
212-636-2000. 


3 IF YOU FAIL TO PROVIDE THE RIGHT 
DOCUMENTS 


If in our opinion you do not satisfy our bidder 
identification and registration procedures including, 
but not limited to completing any anti-money 
laundering and/or anti-terrorism financing checks 
we may require to our satisfaction, we may refuse to 
register you to bid, and if you make a successful bid, 
we may cancel the contract for sale between you 
and the seller. 


4 BIDDING ON BEHALF OF ANOTHER 
PERSON 


If you are bidding on behalf of another person, 

that person will need to complete the registration 
requirements above before you can bid, and supply 
a signed letter authorising you to bid for him/ 

her. A bidder accepts personal liability to pay the 
purchase price and all other sums due unless it 
has been agreed in writing with Christie's, before 
commencement of the auction, that the bidder is 
acting as an agent on behalf of a named third party 
acceptable to Christie's and that Christie's will only 
seek payment from the named third party. 


5 BIDDING IN PERSON 


If you wish to bid in the saleroom you must register 
for a numbered bidding paddle at least 30 minutes 
before the auction. You may register online at www. 
christies.com or in person. For help, please contact 
the Client Service Department on +1 212-636-2000. 


6 BIDDING SERVICES 


The bidding services described below are a free 
service offered as a convenience to our clients and 
Christie's is not responsible for any error (human 
or otherwise), omission, or breakdown in providing 
these services. 


(a)Phone Bids 
Your request for this service must be made no 
later than 24 hours prior to the auction. We will 
accept bids by telephone for lots only if our 
staff are available to take the bids. If you need 
to bid in a language other than in English, you 
must arrange this well before the auction. We 
may record telephone bids. By bidding on the 
telephone, you are agreeing to us recording 
your conversations. You also agree that your 
telephone bids are governed by these Conditions 
of Sale. 


(b)Internet Bids on Christie's LIVE™ 
For certain auctions we will accept bids over 
the Internet. For more information, please 
visit https://www.christies.com/buying- 
services/buying-guide/register-and-bid/. As 
well as these Conditions of Sale, internet bids are 
governed by the Christie’s LIVE™ Terms of Use 
which are available at https://www.christies. 
com/LiveBidding/OnlineTermsOfUse.aspx. 


(c)Written Bids 
You can find a Written Bid Form at any Christie’s 
office, or by choosing the sale and viewing the 
lots online at www.christies.com. We must 
receive your completed Written Bid at least 24 
hours before the auction. Bids must be placed 
in the currency of the saleroom. The auctioneer 
will take reasonable steps to carry out written 
bids at the lowest possible price, taking into 
account the reserve. If you make a written bid 
on alot which does not have a reserve and 
there is no higher bid than yours, we will bid on 
your behalf at around 50% of the low estimate 
or, if lower, the amount of your bid. If we receive 
written bids on a lot for identical amounts, and at 
the auction these are the highest bids on the lot, 
we will sell the lot to the bidder whose written 
bid we received first. 


C CONDUCTING THE SALE 

1 WHO CAN ENTER THE AUCTION 
We may, at our option, refuse admission to our 
premises or decline to permit participation in any 
auction or to reject any bid. 


2 RESERVES 


Unless otherwise indicated, all lots are subject to a 
reserve. We identify lots that are offered without 
reserve with the symbol * next to the lot number. 
The reserve cannot be more than the lot's low 
estimate. 


3 AUCTIONEER'S DISCRETION 

The auctioneer can at his or her sole option: 
(a)refuse any bid; 

(b)move the bidding backwards or forwards in any 


way he or she may decide, or change the order 
of the lots; 


(c)withdraw any lot; 
(d)divide any lot or combine any two or more lots; 


(e)reopen or continue the bidding even after the 
hammer has fallen; and 


(fin the case of error or dispute related to bidding 
and whether during or after the auction, continue 
the bidding, determine the successful bidder, 
cancel the sale of the lot, or reoffer and resell 
any lot. If you believe that the auctioneer has 
accepted the successful bid in error, you must 
provide a written notice detailing your claim 
within 3 business days of the date of the auction. 
The auctioneer will consider such claim in good 
faith. If the auctioneer, in the exercise of his or 
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the auction is complete, to cancel the sale of a 
lot, or reoffer and resell a lot, he or she will notify 
the successful bidder no later than by the end 
of the 7th calendar day following the date of the 
auction. The auctioneer's decision in exercise of 
this discretion is final. This paragraph does not in 
any way prejudice Christie's ability to cancel the 
sale of alot under any other applicable provision 
of these Conditions of Sale, including the rights 
of cancellation set forth in sections B(3), E(2)(i), 
F(4), and J(1). 


4 BIDDING 

The auctioneer accepts bids from: 
(a)bidders in the saleroom; 
(b)telephone bidders; 


(c)internet bidders through Christie's LIVE™ (as 
shown above in paragraph B6); and 


(d)written bids (also known as absentee bids or 
commission bids) left with us by a bidder before 
the auction. 


5 BIDDING ON BEHALF OF THE SELLER 


The auctioneer may, at his or her sole option, bid 

on behalf of the seller up to but not including the 
amount of the reserve either by making consecutive 
bids or by making bids in response to other bidders. 
The auctioneer will not identify these as bids made 
on behalf of the seller and will not make any bid on 
behalf of the seller at or above the reserve. If lots 
are offered without reserve, the auctioneer will 
generally decide to open the bidding at 5096 of the 
low estimate for the lot. |f no bid is made at that 
level, the auctioneer may decide to go backwards 
at his or her sole option until a bid is made, and then 
continue up from that amount. In the event that 
there are no bids on a lot, the auctioneer may deem 
such lot unsold. 


6* BID INCREMENTS 


Bidding generally starts below the low estimate and 
increases in steps (bid increments). The auctioneer 
will decide at his or her sole option where the 
bidding should start and the bid increments. 


6 CURRENCY CONVERTER 


The saleroom video screens (and Christies LIVE™) 
may show bids in some other major currencies as 
well as US dollars. Any conversion is for guidance 
only and we cannot be bound by any rate of 
exchange used. Christie's is not responsible for any 
error (human or otherwise), omission or breakdown 
in providing these services. 


7 SUCCESSFUL BIDS 


Unless the auctioneer decides to use his or her 
discretion as set out in paragraph C3 above, when 
the auctioneer's hammer strikes, we have accepted 
the last bid. This means a contract for sale has 

been formed between the seller and the successful 
bidder. We will issue an invoice only to the registered 
bidder who made the successful bid. While we 

send out invoices by mail and/or email after the 
auction, we do not accept responsibility for telling 
you whether or not your bid was successful. If you 
have bid by written bid, you should contact us by 
telephone or in person as soon as possible after the 
auction to get details of the outcome of your bid to 
avoid having to pay unnecessary storage charges. 


8 LOCAL BIDDING LAWS 


You agree that when bidding in any of our sales 
that you will strictly comply with all local laws and 
regulations in force at the time of the sale for the 
relevant sale site. 


D THE BUYER'S PREMIUM AND TAXES 
1 THE BUYER'S PREMIUM 


In addition to the hammer price, the successful 
bidder agrees to pay us a buyer's premium on 

the hammer price of each lot sold. On all lots 

we charge 26% of the hammer price up to and 
including US$1,000,000, 2096 on that part of the 
hammer price over US$1,000,000 and up to and 
including US$6,000,000, and 14.596 of that part of 
the hammer price above US$6,000,000. 


2 TAXES 


The successful bidder is responsible for any 
applicable taxes including any sales or use tax or 
equivalent tax wherever such taxes may arise on the 
hammer price, the buyer's premium, and/or any 
other charges related to the lot. 


For lots Christie's ships to or within the United 
States, a sales or use tax may be due on the 
hammer price, buyer's premium, and/or any 
other charges related to the lot, regardless of the 
nationality or citizenship of the successful bidder. 
Christie's will collect sales tax where legally 
required. The applicable sales tax rate will be 
determined based upon the state, county, or locale 
to which the lot will be shipped. Christie's shall 
collect New York sales tax at a rate of 8.87596 for any 
lot collected from Christie's in New York. 


In accordance with New York law, if Christie's 
arranges the shipment of a lot out of New York 
State, New York sales tax does not apply, although 
sales tax or other applicable taxes for other states 
may apply. If you hire a shipper (other than a 
common carrier authorized by Christie's), to collect 
the lot from a Christie's New York location, Christie's 
must collect New York sales tax on the lot at a rate 
of 8.875% regardless of the ultimate destination 

of the lot. 


If Christie's delivers the lot to, or the lot is collected 
by, any framer, restorer or other similar service 
provider in New York that you have hired, New York 
law considers the lot delivered to the successful 
bidder in New York and New York sales tax must be 
imposed regardless of the ultimate destination of 
the lot. In this circumstance, New York sales tax will 
apply to the lot even if Christie's or a common carrier 
(authorized by Christie's that you hire) subsequently 
delivers the lot outside New York. 


Successful bidders claiming an exemption from 
sales tax must provide appropriate documentation 
to Christie's prior to the release of the lot or within 
90 days after the sale, whichever is earlier. For 
shipments to those states for which Christie's is not 
required to collect sales tax, a successful bidder 
may have a use or similar tax obligation. It is the 
successful bidder's responsibility to pay all taxes 
due. Christie's recommends you consult your own 
independent tax advisor with any questions. 


E WARRANTIES 
1 SELLER'S WARRANTIES 


For each lot, the seller gives a warranty that the 
seller: 


(a) is the owner of the lot or a joint owner of the 
lot acting with the permission of the other co- 
owners or, if the seller is not the owner or a joint 
owner of the lot, has the permission of the owner 
to sell the lot, or the right to do so in law; and 


(b) has the right to transfer ownership of the lot to 
the buyer without any restrictions or claims by 
anyone else. 


If either of the above warranties are incorrect, 
the seller shall not have to pay more than the 
purchase price (as defined in paragraph F1(a) 
below) paid by you to us. The seller will not be 
responsible to you for any reason for loss of 
profits or business, expected savings, loss of 
opportunity or interest, costs, damages, other 
damages or expenses. The seller gives no 
warranty in relation to any lot other than as set 
out above and, as far as the seller is allowed by 
law, all warranties from the seller to you, and all 
other obligations upon the seller which may be 
added to this agreement by law, are excluded. 
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2 OUR AUTHENTICITY WARRANTY 


We warrant, subject to the terms below, that the 
lots in our sales are authentic (our "authenticity 
warranty”). If, within 5 years of the date of the 
auction, you give notice to us that your lot is not 
authentic, subject to the terms below, we will 
refund the purchase price paid by you. The 
meaning of authentic can be found in the glossary 
at the end of these Conditions of Sale. The terms of 
the authenticity warranty are as follows: 


(a) It will be honored for claims notified within a 
period of 5 years from the date of the auction. 
After such time, we will not be obligated to honor 
the authenticity warranty. 


(b) It is given only for information shown in 
UPPERCASE type in the first line of the 
catalogue description (the "Heading"). It does 
not apply to any information other than in the 
Heading even if shown in UPPERCASE type. 


(c) The authenticity warranty does not apply 
to any Heading or part of a Heading which 
is qualified. Qualified means limited by a 
clarification in a lot's catalogue description 
or by the use in a Heading of one of the terms 
listed in the section titled Qualified Headings 
on the page of the catalogue headed "Important 
Notices and Explanation of Cataloguing 
Practice". For example, use of the term 
"ATTRIBUTED TO..." in a Heading means that 
the lot is in Christie's opinion probably a work 
by the named artist but no warranty is provided 
that the lot is the work of the named artist. 
Please read the full list of Qualified Headings 
andalot's full catalogue description before 
bidding. 

(d) The authenticity warranty applies to the 
Heading as amended by any Saleroom notice. 


(e) The authenticity warranty does not apply 
where scholarship has developed since the 
auction leading to a change in generally accepted 
opinion. Further, it does not apply if the Heading 
either matched the generally accepted opinion 
of experts at the date of the auction or drew 
attention to any conflict of opinion. 


(f) The authenticity warranty does not apply if 
the lot can only be shown not to be authentic 
by a scientific process which, on the date we 
published the catalogue, was not available 
or generally accepted for use, or which was 
unreasonably expensive or impractical, or which 
was likely to have damaged the lot. 


(g) The benefit of the authenticity warranty is 
only available to the original buyer shown on the 
invoice for the lot issued at the time of the sale 
and only if on the date of the notice of claim, the 
original buyer is the full owner of the lot and the 
lot is free from any claim, interest or restriction 
by anyone else. The benefit of this authenticity 
warranty may not be transferred to anyone else. 


(h) In order to claim under the authenticity 
warranty you must: 

(i) give us written notice of your claim within 
5 years of the date of the auction. We may 
require full details and supporting evidence 
of any such claim; 
at Christie's option, we may require you 
to provide the written opinions of two 
recognised experts in the field of the lot 
mutually agreed by you and us in advance 
confirming that the lot is not authentic. If 
we have any doubts, we reserve the right to 
obtain additional opinions at our expense; 
and 


return the lot at your expense to the 
saleroom from which you bought it in the 
condition it was in at the time of sale. 


(i) Your only right under this authenticity warranty 
is to cancel the sale and receive a refund of the 
purchase price paid by you to us. We will not, 
under any circumstances, be required to pay 
you more than the purchase price nor will we 
be liable for any loss of profits or business, loss 
of opportunity or value, expected savings or 
interest, costs, damages, other damages or 
expenses. 


(j) Books. Where the lot is a book, we give an 
additional warranty for 21 days from the date 
of the auction that any lot is defective in text or 
illustration, we will refund your purchase price, 
subject to the following terms: 


(a)This additional warranty does not apply to: 


(i) the absence of blanks, half titles, tissue 
guards or advertisements, damage in 
respect of bindings, stains, spotting, 
marginal tears or other defects not 
affecting completeness of the text or 
illustration; 


drawings, autographs, letters or 
manuscripts, signed photographs, music, 
atlases, maps or periodicals; 


(iii) books not identified by title; 
(iv) lots sold without a printed estimate; 


(v) books which are described in the 
catalogue as sold not subject to return; or 


(vi) defects stated in any condition report or 
announced at the time of sale. 


(b)To make a claim under this paragraph you 
must give written details of the defect and 
return the lot to the sale room at which you 
bought it in the same condition as at the 
time of sale, within 21 days of the date of 
the sale. 


(k) South East Asian Modern and Contemporary 
Art and Chinese Calligraphy and Painting. 
In these categories, the authenticity warranty 
does not apply because current scholarship does 
not permit the making of definitive statements. 
Christie's does, however, agree to cancel a sale 
in either of these two categories of art where it 
has been proven the lot is a forgery. Christie's 
will refund to the original buyer the purchase 
price in accordance with the terms of Christie's 
Authenticity warranty, provided that the 
original buyer notifies us with full supporting 
evidence documenting the forgery claim within 
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twelve (12) months of the date of the auction. 
Such evidence must be satisfactory to us that 
the property is a forgery in accordance with 
paragraph E2(h)(ii) above and the property 
must be returned to us in accordance with 
E2h(iii) above. Paragraphs E2(b), (c), (d), (e), (f) 
and (g) and (i) also apply to a claim under these 
categories. 


(I) Chinese, Japanese and Korean artefacts 
(excluding Chinese, Japanese and Korean 
calligraphy, paintings, prints, drawings and 
jewellery). 

In these categories, paragraph E2 (b) - (e) above 
shall be amended so that where no maker or 
artist is identified, the authenticity warranty 
is given not only for the Heading but also for 
information regarding date or period shown 

in UPPERCASE type in the second line of the 
catalogue description (the "Subheading"). 
Accordingly, all references to the Heading 

in paragraph E2 (b) - (e) above shall be read 
as references to both the Heading and the 
Subheading. 


3 NOIMPLIED WARRANTIES 

EXCEPT AS SET FORTH IN PARAGRAPHS F1 
AND E2 ABOVE, NEITHER THE SELLER NOR 
THE CHRISTIE'S GROUP MAKE ANY OTHER 
WARRANTY, EXPRESS OR IMPLIED, ORAL 
OR WRITTEN, WITH RESPECT TO THE LOT, 
INCLUDING THE IMPLIED WARRANTIES 

OF MERCHANTABILITY OR FITNESS FORA 
PARTICULAR PURPOSE, EACH OF WHICH IS 
SPECIFICALLY DISCLAIMED. 


4 YOURWARRANTIES 


(a) You warrant that the funds used for settlement 
are not connected with any criminal activity, 
including tax evasion, and you are neither under 
investigation, nor have you been charged with 
or convicted of money laundering, terrorist 
activities or other crimes. 


(b) Where you are bidding on behalf of another 
person, you warrant that: 


(i) you have conducted appropriate customer 
due diligence on the ultimate buyer(s) of 
the lot(s) in accordance with all applicable 
anti-money laundering and sanctions 
laws, consent to us relying on this due 
diligence, and you will retain for a period 
of not less than 5 years the documentation 
evidencing the due diligence. You will make 
such documentation promptly available for 
immediate inspection by an independent 
third-party auditor upon our written request 
to do so; 


the arrangements between you and the 
ultimate buyer(s) in relation to the lot 
or otherwise do not, in whole or in part, 
facilitate tax crimes; 


you do not know, and have no reason to 
suspect, that the funds used for settlement 
are connected with, the proceeds of any 
criminal activity, including tax evasion, 

or that the ultimate buyer(s) are under 
investigation, or have been charged with 

or convicted of money laundering, terrorist 
activities or other crimes. 


F PAYMENT 
1 HOW TO PAY 


(a) Immediately following the auction, you must pay 
the purchase price being: 
(i) the hammer price; and 
(ii) the buyer's premium; and 
(iii) any applicable duties, goods, sales, use, 
compensating or service tax, or VAT. 


Payment is due no later than by the end of the 7th 
calendar day following the date of the auction (the 
"due date’). 
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(b) We will only accept payment from the registered 
bidder. Once issued, we cannot change the 
buyer's name on an invoice or re-issue the invoice 
in a different name. You must pay immediately 
even if you want to export the lot and you need 
an export licence. 


(c) You must pay for lots bought at Christie's in 
the United States in the currency stated on the 
invoice in one of the following ways: 


(i) Wire transfer 
JP Morgan Chase Bank, N.A., 
270 Park Avenue, New York, NY 10017; 
ABA# 021000021; FBO: Christie's Inc.; 
Account # 957-107978, 
for international transfers, SWIFT: 
CHASUS33. 


Credit Card 

We accept Visa, MasterCard, American 
Express and China Union Pay. Credit card 
payments at the New York premises will only 
be accepted for New York sales. Christie's 
will not accept credit card payments for 
purchases in any other sale site. 

(iii) Cash 

We accept cash payments (including money 
orders and traveller's checks) subject to a 
maximum global aggregate of US$7,500 
per buyer. 
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(iv) Bank Checks 
You must make these payable to Christie's 
Inc. and there may be conditions. Once we 
have deposited your check, property cannot 
be released until five business days have 
passed. 


Checks 

You must make checks payable to Christie's 
Inc. and they must be drawn from US dollar 
accounts from a US bank. 


(d) You must quote the sale number, your invoice 
number and client number when making a 
payment. All payments sent by post must be sent 
to: 

Christie's Inc. Post-Sale Services, 
20 Rockefeller Center, New York, NY 10020. 

(e) For more information please contact our Post- 
Sale Services by phone at +1 212 636 2650 or 
fax at +1 212 636 4939 or email PostSaleUS@ 
christies.com. 
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2 TRANSFERRING OWNERSHIP TO YOU 


You will not own the lot and ownership of the lot 
will not pass to you until we have received full 
and clear payment of the purchase price, even 
in circumstances where we have released the lot 
to you. 


3 TRANSFERRING RISK TO YOU 


The risk in and responsibility for the lot will transfer 
to you from whichever is the earlier of the following: 


(a) When you collect the lot; or 


(b) At the end of the 30th day following the date of 
the auction or, if earlier, the date the lot is taken 
into care by a third party warehouse as set out on 
the page headed ‘Storage and Collection’, unless 
we have agreed otherwise with you. 


4 WHAT HAPPENS IF YOU DO NOT PAY 


(a) If you fail to pay us the purchase price in full 
by the due date, we will be entitled to do one 
or more of the following (as well as enforce our 
rights under paragraph F5 and any other rights or 
remedies we have by law): 


(i) we can charge interest from the due date 
at a rate of up to 1.3496 per month on the 
unpaid amount due; 


(ii) we can cancel the sale of the lot. If we do 
this, we may sell the lot again, publically 
or privately on such terms we shall think 
necessary or appropriate, in which case 
you must pay us any shortfall between the 
purchase price and the proceeds from the 
resale. You must also pay all costs, expenses, 
losses, damages and legal fees we have to 
pay or may suffer and any shortfall in the 
seller's commission on the resale; 


we can pay the seller an amount up to the 
net proceeds payable in respect of the 
amount bid by your default in which case you 
acknowledge and understand that Christie's 
will have all of the rights of the seller to 
pursue you for such amounts; 


(iv) we can hold you legally responsible for 
the purchase price and may begin legal 
proceedings to recover it together with other 
losses, interest, legal fees and costs as far as 
we are allowed by law; 


(v) we can take what you owe us from any 
amounts which we or any company in the 
Christie's Group may owe you (including 
any deposit or other part-payment which you 
have paid to us); 


(vi) we can, at our option, reveal your identity 
and contact details to the seller; 


(vii) we can reject at any future auction any 
bids made by or on behalf of the buyer or 
to obtain a deposit from the buyer before 
accepting any bids; 

(viii) we can exercise all the rights and remedies 
of a person holding security over any 
property in our possession owned by you, 
whether by way of pledge, security interest 
or in any other way as permitted by the law 
of the place where such property is located. 
You will be deemed to have granted such 
security to us and we may retain such 
property as collateral security for your 
obligations to us; and 


(ix) we can take any other action we see 
necessary or appropriate. 


(b) If you owe money to us or to another Christie's 
Group company, we can use any amount you do 
pay, including any deposit or other part-payment 
you have made to us, or which we owe you, to 
pay off any amount you owe to us or another 
Christie's Group company for any transaction. 
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5 KEEPING YOUR PROPERTY 


If you owe money to us or to another Christie's 
Group company, as well as the rights set out ۵ 
above, we can use or deal with any of your property 
we hold or which is held by another Christie's 
Group company in any way we are allowed to by law. 
We will only release your property to you after you 
pay us or the relevant Christie's Group company 


in full for what you owe. However, if we choose, 

we can also sell your property in any way we think 
appropriate. We will use the proceeds of the sale 
against any amounts you owe us and we will pay 
any amount left from that sale to you. If there is a 
shortfall, you must pay us any difference between 
the amount we have received from the sale and the 
amount you owe US. 


G COLLECTION AND STORAGE 


(a) You must collect purchased lots within seven 
days from the auction (but note that lots will not 
be released to you until you have made full and 
clear payment of all amounts due to us). 


(b) Information on collecting lots is set out on 
the storage and collection page and on an 
information sheet which you can get from the 
bidder registration staff or Christie’s Post-Sale 
Services Department on +1 212 636 2650. 


(c) If you do not collect any lot within thirty days 
following the auction we may, at our option 


(i) charge you storage costs at the rates set out 
at www.christies.com/storage. 


move the lot to another Christie's location 

or an affiliate or third party warehouse 

and charge you transport costs and 

administration fees for doing so and you 

will be subject to the third party storage 

warehouse's standard terms and to pay for 

their standard fees and costs. 
(iii) sell the lot in any commercially reasonable 
way we think appropriate. 

(d) The Storage conditions which can be found at 
www.christies.com/storage will apply. 

(e) In accordance with New York law, if you have 
paid for the lot in full but you do not collect the 
lot within 180 calendar days of payment, we may 
charge you New York sales tax for the lot. 

(f) Nothing in this paragraph is intended to limit our 
rights under paragraph F4. 
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H TRANSPORT AND SHIPPING 
1 SHIPPING 


We would be happy to assist in making shipping 
arrangements on request. You must make all 
transport and shipping arrangements. However, 

we can arrange to pack, transport, and ship your 
property if you ask us to and pay the costs of doing 
so. We recommend that you ask us for an estimate, 
especially for any large items or items of high 

value that need professional packing. We may also 
suggest other handlers, packers, transporters, or 
experts if you ask us to do so. For more information, 
please contact Christie's Post-Sale Services at 

+1 212 636 2650. See the information set out at 
https://www.christies.com/buying-services/ 
buying-guide/ship/ or contact us at PostSaleUS@ 
christies.com. We will take reasonable care when we 
are handling, packing, transporting, and shipping a. 
However, if we recommend another company for any 
of these purposes, we are not responsible for their 
acts, failure to act, or neglect. 


2 EXPORT AND IMPORT 


Any lot sold at auction may be affected by laws 

on exports from the country in which it is sold and 
the import restrictions of other countries. Many 
countries require a declaration of export for property 
leaving the country and/or an import declaration on 
entry of property into the country. Local laws may 
prevent you from importing a lot or may prevent you 
selling a lot in the country you import it into. 


(a) You alone are responsible for getting advice 
about and meeting the requirements of any 
laws or regulations which apply to exporting 
or importing any lot prior to bidding. If you are 
refused a licence or there is a delay in getting 
one, you must still pay us in full for the lot. We 
may be able to help you apply for the appropriate 
licences if you ask us to and pay our fee for doing 
so. However, we cannot guarantee that you will 
get one. For more information, please contact 
Christie's Post-Sale Services Department at +1 
212 636 2650 and PostSaleUS@christies.com. 
See the information set out at https://www. 
christies.com/buying-services/buying- 
guide/ship/ or contact us at PostSaleUS@ 
christies.com. 


(b) You alone are responsible for any applicable 
taxes, tariffs or other government-imposed 
charges relating to the export or import of the 
lot. |f Christie's exports or imports the lot on your 
behalf, and if Christie's pays these applicable 
taxes, tariffs or other government-imposed 
charges, you agree to refund that amount to 
Christie's. 

Endangered and protected species 

Lots made of or including (regardless of the 
percentage) endangered and other protected 
species of wildlife are marked with the symbol - 
in the catalogue. This material includes, among 
other things, ivory, tortoiseshell, crocodile skin, 
rhinoceros horn, whalebone certain species 

of coral, and Brazilian rosewood. You should 
check the relevant customs laws and regulations 
before bidding on any lot containing wildlife 
material if you plan to import the lot into another 
country. Several countries refuse to allow you 
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to import property containing these materials, 
and some other countries require a licence from 
the relevant regulatory agencies in the countries 
of exportation as well as importation. In some 
cases, the lot can only be shipped with an 
independent scientific confirmation of species 
and/or age, and you will need to obtain these at 
your own cost. 


(d) Lots containing Ivory or materials resembling 
ivory 
If alot contains elephant ivory, or any other 
wildlife material that could be confused with 
elephant ivory (for example, mammoth ivory, 
walrus ivory, helmeted hornbill ivory) you may 
be prevented from exporting the lot from the 
US or shipping it between US States without 
first confirming its species by way of a rigorous 
scientific test acceptable to the applicable 
Fish and Wildlife authorities. You will buy that 
lot at your own risk and be responsible for any 
scientific test or other reports required for 
export from the USA or between US States at 
your own cost. We will not be obliged to cancel 
your purchase and refund the purchase price 
if your lot may not be exported, imported or 
shipped between US States, or it is seized 
for any reason by a government authority. It 
is your responsibility to determine and satisfy 
the requirements of any applicable laws or 
regulations relating to interstate shipping, export 
or import of property containing such protected 
or regulated material. 


Lots of Iranian origin 

Some countries prohibit or restrict the purchase, 
the export and/or import of Iranian-origin 
"works of conventional craftsmanship" (works 
that are not by a recognized artist and/or that 
have a function, (for example: carpets, bowls, 
ewers, tiles, ornamental boxes). For example, 

the USA prohibits the import and export of this 
type of property without a license issued by 

the US Department of the Treasury, Office of 
Foreign Assets Control. Other countries, such as 
Canada, only permit the import of this property 
in certain circumstances. As a convenience to 
buyers, Christie's indicates under the title of a 
lot if the lot originates from Iran (Persia). It is 
your responsibility to ensure you do not bid on or 
import a lot in contravention of the sanctions or 
trade embargoes that apply to you. 


(f) Gold 
Gold of less than 18ct does not qualify in all 
countries as 'gold' and may be refused import 
into those countries as ‘gold’. 


(g) Watches 
Many of the watches offered for sale in this 
catalogue are pictured with straps made of 
endangered or protected animal materials such 
as alligator or crocodile. These lots are marked 
with the symbol ۲ in the catalogue. These 
endangered species straps are shown for display 
purposes only and are not for sale. Christie's will 
remove and retain the strap prior to shipment 
from the sale site. At some sale sites, Christie's 
may, at its discretion, make the displayed 
endangered species strap available to the buyer 
of the lot free of charge if collected in person 
from the sale site within 1 year of the date of the 
auction. Please check with the department for 
details on a particular lot. 


For all symbols and other markings referred to in 
paragraph H2, please note that lots are marked as a 
convenience to you, but we do not accept liability for 
errors or for failing to mark lots. 


١ OUR LIABILITY TO YOU 


(a) We give no warranty in relation to any 
statement made, or information given, by us or 
our representatives or employees, about any 
lot other than as set out in the authenticity 
warranty and, as far as we are allowed by law, all 
warranties and other terms which may be added 
to this agreement by law are excluded. The 
seller's warranties contained in paragraph E1 are 
their own and we do not have any liability to you 
in relation to those warranties. 


(b) (i) We are not responsible to you for any reason 
(whether for breaking this agreement or any 
other matter relating to your purchase of, or 

bid for, any lot) other than in the event of fraud 
or fraudulent misrepresentation by us or other 
than as expressly set out in these conditions of 
sale; or (ii) give any representation, warranty or 
guarantee or assume any liability of any kind in 
respect of any lot with regard to merchantability, 
fitness for a particular purpose, description, size, 
quality, condition, attribution, authenticity, 
rarity, importance, medium, provenance, 
exhibition history, literature, or historical 
relevance. Except as required by local law, 

any warranty of any kind is excluded by this 
paragraph. 

In particular, please be aware that our written 
and telephone bidding services, Christie's LIVE™, 
condition reports, currency converter and 
saleroom video screens are free services and we 
are not responsible to you for any error (human 
or otherwise), omission or breakdown in these 
services. 
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(d) We have no responsibility to any person other 
than a buyer in connection with the purchase of 
any lot. 

If, in spite of the terms in paragraphs l(a) to (d) or 
E2(i) above, we are found to be liable to you for 
any reason, we shall not have to pay more than 
the purchase price paid by you to us. We will not 
be responsible to you for any reason for loss of 
profits or business, loss of opportunity or value, 
expected savings or interest, costs, damages, or 
expenses. 
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J OTHER TERMS 
1 OURABILITY TO CANCEL 


In addition to the other rights of cancellation 
contained in this agreement, we can cancel a sale 
of a lot if : (i) any of your warranties in paragraph 

E4 are not correct; (ii) we reasonably believe that 
completing the transaction is, or may be, unlawful; 
or (iii) we reasonably believe that the sale places us 
or the seller under any liability to anyone else or may 
damage our reputation. 


2 RECORDINGS 


We may videotape and record proceedings at any 
auction. We will keep any personal information 
confidential, except to the extent disclosure is 
required by law. However, we may, through this 
process, use or share these recordings with another 
Christie's Group company and marketing partners 
to analyse our customers and to help us to tailor 
our services for buyers. If you do not want to be 
videotaped, you may make arrangements to make a 
telephone or written bid or bid on Christie's LIVE™ 
instead. Unless we agree otherwise in writing, you 
may not videotape or record proceedings at any 
auction. 


3 COPYRIGHT 


We own the copyright in all images, illustrations 

and written material produced by or for us relating 
to alot (including the contents of our catalogues 
unless otherwise noted in the catalogue). You cannot 
use them without our prior written permission. We 
do not offer any guarantee that you will gain any 
copyright or other reproduction rights to the lot. 


4 ENFORCING THIS AGREEMENT 


If a court finds that any part of this agreement is not 
valid or is illegal or impossible to enforce, that part of 
the agreement will be treated as being deleted and 
the rest of this agreement will not be affected. 


5 TRANSFERRING YOUR RIGHTS AND 
RESPONSIBILITIES 


You may not grant a security over or transfer your 
rights or responsibilities under these terms on the 
contract of sale with the buyer unless we have given 
our written permission. This agreement will be 
binding on your successors or estate and anyone 
who takes over your rights and responsibilities. 


6 TRANSLATIONS 


If we have provided a translation of this agreement, 
we will use this original version in deciding any 
issues or disputes which arise under this agreement. 


7 PERSONAL INFORMATION 


We will hold and process your personal information 
and may pass it to another Christie's Group 
company for use as described in, and in line with, 
our privacy notice at www.christies.com/about- 
us/contact/privacy and if you are a resident of 
California you can see a copy of our California 
Consumer Privacy Act statement at https://www. 
christies.com/about-us/contact/ccpa. 


8 WAIVER 


No failure or delay to exercise any right or remedy 
provided under these Conditions of Sale shall 
constitute a waiver of that or any other right or 
remedy, nor shall it prevent or restrict the further 
exercise of that or any other right or remedy. No 
single or partial exercise of such right or remedy 
shall prevent or restrict the further exercise of that or 
any other right or remedy. 


9 LAW AND DISPUTES 


This agreement, and any non-contractual 
obligations arising out of or in connection with this 
agreement, or any other rights you may have relating 
to the purchase of a lot will be governed by the 
laws of New York. Before we or you start any court 
proceedings (except in the limited circumstances 
where the dispute, controversy or claim is related 
to proceedings brought by someone else and this 
dispute could be joined to those proceedings), 

we agree we will each try to settle the dispute by 
mediation submitted to JAMS, or its successor, 
for mediation in New York. If the Dispute is not 
settled by mediation within 60 days from the date 
when mediation is initiated, then the Dispute shall 
be submitted to JAMS, or its successor, for final 
and binding arbitration in accordance with its 
Comprehensive Arbitration Rules and Procedures 
or, if the Dispute involves a non-U.S. party, the 
JAMS International Arbitration Rules. The seat of 
the arbitration shall be New York and the arbitration 
shall be conducted by one arbitrator, who shall 

be appointed within 30 days after the initiation of 


the arbitration. The language used in the arbitral 
proceedings shall be English. The arbitrator shall 
order the production of documents only upon 

a showing that such documents are relevant 

and material to the outcome of the Dispute. The 
arbitration shall be confidential, except to the 
extent necessary to enforce a judgment or where 
disclosure is required by law. The arbitration award 
shall be final and binding on all parties involved. 
Judgment upon the award may be entered by 

any court having jurisdiction thereof or having 
jurisdiction over the relevant party or its assets. 
This arbitration and any proceedings conducted 
hereunder shall be governed by Title 9 (Arbitration) 
of the United States Code and by the United Nations 
Convention on the Recognition and Enforcement of 
Foreign Arbitral Awards of June 10, 1958. 


10 REPORTING ON WWW.CHRISTIES.COM 
Details of all lots sold by us, including catalogue 
descriptions and prices, may be reported on www. 
christies.com. Sales totals are hammer price 

plus buyer's premium and do not reflect costs, 
financing fees, or application of buyer's or seller's 
credits. We regret that we cannot agree to requests 
to remove these details from www.christies.com. 


K GLOSSARY 

auctioneer: the individual auctioneer and/or 
Christie's. 

authentic: a genuine example, rather than a copy 
or forgery of: 


(i) the work of a particular artist, author or 
manufacturer, if the lot is described in the 
Heading as the work of that artist, author or 
manufacturer; 

(ii) a work created within a particular period or 

culture, if the lot is described in the Heading 

as a work created during that period or 
culture; 

a work for a particular origin source if the lot 

is described in the Heading as being of that 

origin or source; or 

in the case of gems, a work which is made of 

a particular material, if the lot is described in 

the Heading as being made of that material. 


authenticity warranty: the guarantee we give in 
this agreement that a lot is authentic as set out in 
paragraph E2 of this agreement. 
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buyer’s premium: the charge the buyer pays us 
along with the hammer price. 


catalogue description: the description of a lot in 
the catalogue for the auction, as amended by any 
saleroom notice. 


Christie's Group: Christie's International Plc, 
its subsidiaries and other companies within its 
corporate group. 


condition: the physical condition of a lot. 


due date: has the meaning given to it paragraph 
F1(a). 


estimate: the price range included in the catalogue 
or any saleroom notice within which we believe a 
lot may sell. Low estimate means the lower figure 
in the range and high estimate means the higher 
figure. The mid estimate is the midpoint between 
the two. 


hammer price: the amount of the highest bid the 
auctioneer accepts for the sale of alot. 


Heading: has the meaning given to it in paragraph 
E2. 


lot: an item to be offered at auction (or two or more 
items to be offered at auction as a group). 


other damages: any special, consequential, 
incidental or indirect damages of any kind or any 
damages which fall within the meaning of 'special', 
‘incidental’ or ‘consequential’ under local law. 


purchase price: has the meaning given to it in 
paragraph F1(a). 


provenance: the ownership history of a lot. 


qualified: has the meaning given to it in paragraph 
E2 and Qualified Headings means the paragraph 
headed Qualified Headings on the page of 

the catalogue headed ‘Important Notices and 
Explanation of Cataloguing Practice’. 


reserve: the confidential amount below which we 
will not sell a lot. 


saleroom notice: a written notice posted next to 
the lot in the saleroom and on www.christies.com, 
which is also read to prospective telephone bidders 
and notified to clients who have left commission 
bids, or an announcement made by the auctioneer 
either at the beginning of the sale, or before a 
particular lot is auctioned. 


subheading: has the meaning given to it in 
paragraph E2. 


UPPER CASE type: means having all capital letters. 


warranty: a statement or representation in which 
the person making it guarantees that the facts set 
out in it are correct. 
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IMPORTANT NOTICES AND 


EXPLANATION OF CATALOGUING PRACTICE 


IMPORTANT NOTICES 
A Property Owned in part or in full by Christie's 


From time to time, Christie's may offer alot which it owns in whole or 
in part. Such property is identified in the catalogue with the symbol A 
next to its lot number. Where Christie's has an ownership or financial 
interest in every lot in the catalogue, Christie's will not designate each 
lot with a symbol, but will state its interest in the front of the catalogue. 


? Minimum Price Guarantees 


On occasion, Christie's has a direct financial interest in the outcome of 
the sale of certain lots consigned for sale. This will usually be where it 
has guaranteed to the Seller that whatever the outcome of the auction, 
the Seller will receive a minimum sale price for the work. This is known 
asa minimum price guarantee. Where Christie's holds such financial 
interest we identify such lots with the symbol? nextto the lot number. 


o ¢ Third Party Guarantees/Irrevocable bids 


Where Christie's has provided a Minimum Price Guarantee itis at 

risk of making aloss, which can be significant, if the lot fails to sell. 
Christie's sometimes chooses to share that risk with a third party who 
agrees prior to the auction to place an irrevocable written bid on the 
lot. If there are no other higher bids, the third party commits to buy 

the lot at the level of their irrevocable written bid. In doing so, the third 
party takes on all or part of the risk of the lot not being sold. Lots which 
are subject to a third party guarantee arrangement are identified in the 
catalogue with the symbolo €. 


In most cases, Christie's compensates the third party in exchange for 
accepting this risk. Where the third party is the successful bidder, the 
third party's remuneration is based on a fixed financing fee. If the third 
party is notthe successful bidder, the remuneration may either be 
based on a fixed fee or an amount calculated against the final hammer 
price. The third party may continue to bid for the lot above the 
irrevocable written bid. Where the third party is the successful bidder, 
Christie's will report the purchase price net of the fixed financing fee. 


Third party guarantors are required by us to disclose to anyone they 
are advising their financial interest in any lots they are guaranteeing. 
However, for the avoidance of any doubt, if you are advised by or 
bidding through an agent on a lot identified as being subjectto a third 
party guarantee you should always ask your agent to confirm whether 
or not he or she has a financial interest in relation to the lot. 


x Bidding by interested parties 


When a party with a director indirect interest in the lot who may have 
knowledge of the lot's reserve or other material information may be 
bidding on the lot, we will mark the lot with this symbol xt. This interest 
can include beneficiaries of an estate that consigned the lot or a joint 
owner of alot. Any interested party that successfully bids on alot 
must comply with Christie's Conditions of Sale, including paying the 
lot's full Buyer's premium plus applicable taxes. 


Post-catalogue notifications 


In certain instances, after the catalogue has been published, Christie's 
may enter into an arrangement or become aware of bidding that would 
have required a catalogue symbol. In those instances, a pre-sale or 
pre-lot announcement will be made 


Other Arrangements 


Christie's may enter into other arrangements not involving bids. These 
include arrangements where Christie's has made loans or advanced 
money to consignors or prospective purchasers or where Christie's has 
shared the risk of a guarantee with a partner without the partner being 
required to place an irrevocable written bid or otherwise participating 
in the bidding on the lot. Because such arrangements are unrelated 

to the bidding process they are not marked with a symbol in the 
catalogue. 


EXPLANATION OF CATALOGUING PRACTICE 


Terms used in a catalogue or lot description have the meanings 
ascribed to them below. Please note that all statements in a catalogue 
or lot description as to authorship are made subject to the provisions 
ofthe Conditions of Sale, including the authenticity warranty. Our 
use of these expressions does not take account of the condition of the 
lot or of the extent of any restoration. Written condition reports are 
usually available on request. 


A term and its definition listed under Qualified Headings is a 
qualified statement as to authorship. While the use of this term is 
based upon careful study and represents the opinion of specialists, 
Christie's and the consignor assume no risk, liability and responsibility 
for the authenticity of authorship of any lot in this catalogue 
described by this term, and the authenticity warranty shall not be 
available with respect to lots described using this term. 


PICTURES, DRAWINGS, PRINTS AND MINIATURES 


Name(s) or Recognised Designation of an artist without any 
qualification: in Christie's opinion a work by the artist. 


QUALIFIED HEADINGS 


"Attributed to ...": in Christie's qualified opinion probably a work by 
the artist in whole or in part. 


"Studio of ..."/"Workshop of ...": in Christie's qualified opinion a 
work executed in the studio or workshop of the artist, possibly under 
his supervision. 


"Circle of ...": in Christie's qualified opinion a work of the period of the 
artist and showing his influence. 


“Follower of... ": in Christie's qualified opinion a work executed in the 
artist's style but not necessarily by a pupil. 


“Manner of... ": in Christie's qualified opinion a work executed in the 
artist's style but of a later date. 


"After ...": in Christie's qualified opinion a copy (of any date) of a work 
of the artist. 


"Signed ..."/"Dated ..."/ “Inscribed...”: in Christie's qualified 
opinion the work has been signed/dated/inscribed by the artist. 


“With signature ..."/"With date ..."/ "With inscription ...": in 
Christie's qualified opinion the signature/ date/inscription appears to 
be by ahand other than that of the artist. 


The date given for Old Master, Modern and Contemporary Prints is 
the date (or approximate date when prefixed with ‘circa’) on which the 
matrix was worked and not necessarily the date when the impression 
was printed or published. 


CHINESE CERAMICS AND WORKS OF ART 


When a piece is, in Christie's opinion, of a certain period, reign or 
dynasty, its attribution appears in uppercase letters directly below the 
Heading of the description of the lot. 


e.g. ABLUE AND WHITE BOWL 
18TH CENTURY 


If the date, period or reign mark mentioned in uppercase letters after 
the bold type first line states that the mark is of the period, then in 
Christie's opinion, the piece is of the date, period or reign of the mark. 


e.g. A BLUE AND WHITE BOWL 
KANGXI SIX-CHARACTER MARK IN UNDERGLAZE BLUE 
AND OF THE PERIOD (1662-1722) 


If no date, period or reign mark is mentioned in uppercase letters after 
the bold description, in Christie's opinion it is of uncertain date or late 
manufacture. 


e.g. A BLUE AND WHITE BOWL 
QUALIFIED HEADINGS 


When a piece is, in Christie's opinion, not of the period to which 
it would normally be attributed on stylistic grounds, this will be 
incorporated into the first line or the body of the text of the description. 


e.g. ABLUE AND WHITE MING-STYLE BOWL; or 
The Ming-style bowl is decorated with lotus scrolls... 


In Christie’s qualified opinion this object most probably dates from 
Kangxi period but there remains the possibility that it may be dated 
differently. 


e.g. KANGXI SIX-CHARACTER MARK IN UNDERGLAZE BLUE 
AND PROBABLY OF THE PERIOD 


In Christie's qualified opinion, this object could be dated to the Kangxi 
period but there is a strong element of doubt. 


e.g. KANGXI SIX-CHARACTER MARK IN UNDERGLAZE BLUE 
AND POSSIBLY OF THE PERIOD 

FABERGÉ 

QUALIFIED HEADINGS 


“Marked Fabergé, Workmaster ...": in Christie's qualified opinion a 
work of the master's workshop inscribed with his name or initials and 
his workmaster's initials. 


“By Fabergé ...": in Christie's qualified opinion, a work of the master's 
workshop, but without his mark. 


“Inthe style of ...": in Christie's qualified opinion a work of the period 
ofthe master and closely related to his style. 


"Bearing marks ...": in Christie's qualified opinion not a work of the 
master's workshop and bearing later marks. 


JEWELLERY 


"Boucheron": when maker's name appears in the title, in Christie's 
opinion itis by that maker. 


“Mount by Boucheron”: in Christie's opinion the setting has 
been created by the jeweller using stones originally supplied by the 
jeweller's client. 


QUALIFIED HEADINGS 


"Signed Boucheron / Signature Boucheron": in Christie's qualified 
opinion has a signature by the jeweller. 


“With maker's mark for Boucheron”: in Christie's qualified opinion 
has amark denoting the maker. 


Periods 

Art Nouveau 1895-1910 
Belle Epoque 1895-1914 
Art Deco 1915-1935 
Retro 1940s 


HANDBAGS 
Condition Reports 


The condition of lots sold in our auctions can vary widely due to 
factors such as age, previous damage, restoration, repair and wear 
and tear. Condition reports and grades are provided free of charge 
as acourtesy and convenience to our buyers and are for guidance 
only. They offer our honest opinion but they may not refer to all faults, 
restoration, alteration or adaptation. They are not an alternative to 
examining a lot in person or taking your own professional advice. 
Lots are sold "as is,” in the condition they are in at the time of the sale, 
without any representation or warranty as to condition by Christie's 
or by the seller. 


Grades in Condition Reports 


We provide a general, numeric condition grade to help with overall 
condition guidance. Please review the specific condition report and 
extra images for each lot before bidding. 


Grade 1: this item exhibits no signs of use or wear and could be 
considered as new. There are no flaws. Original packaging and 
protective plastic are likely intact as noted in the lot description. 


Grade 2: this item exhibits minor flaws and could be considered nearly 
brand new. It may never have been used, or may have been used a few 
times. There are only minor condition notes, which can be found in the 
specific condition report. 


Grade 3: this item exhibits visible signs of use. Any signs of use or 
wear are minor. This item is in good condition. 


Grade 4: this item exhibits wear from frequent use. This item either 
has light overall wear or small areas of heavy wear. The item is 
considered to be in fair condition. 


Grade 5: this item exhibits normal wear and tear from regular or heavy 
use. The item is in good, usable condition but it does have condition 
notes. 


Grade 6: this item is damaged and requires repair. It is considered in 
fair condition. 


Any reference to condition in a catalogue entry will not amount to a full 
description of condition, and images may not show the condition of a 
lot clearly. Colours and shades may look different in print or on screen 
to how they look in real life. It is your responsibility to ensure that you 
have received and considered any condition report and grading. 


References to "HARDWARE" 


Where usediin this catalogue the term "hardware" refers to the metallic 
parts of the bag, such as the buckle hardware, base studs, lock and 
keys and /or strap, which are plated with a coloured finish (e.g. gold, 
silver, palladium). The terms "Gold Hardware", "Silver Hardware", 
"Palladium Hardware" etc. refer to the tone or colour of the hardware 
and notthe actual material used. If the bag incorporates solid metal 
hardware this will be referenced in the lot description. 


POST 1950 FURNITURE 


All items of post-1950 furniture included in this sale are items either 
not originally supplied for use in a private home or sold as collector's 
items. These items may not comply with the provisions of the Furniture 
and Furnishings (Fire) (Safety) Regulations 1988 (as amended in 1989, 
1993 and 2010, the "Regulations"). Accordingly, these items should 

not be used as furniture in your home in their current condition. If you 
do intend to use such items for this purpose, you must first ensure that 
they are reupholstered, restuffed and/or recovered (as appropriate) in 
order that they comply with the provisions of the Regulations. 
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SYMBOLS USED IN THIS CATALOGUE 


The meaning of words coloured in bold in this section can be found at the end of the section of the catalogue headed 'Conditions of Sale' 


0 e 
Christie's has a direct financial interest in the lot. Lot offered without reserve which will be sold to the Please note that this lot is subject to an import tariff. 
See Important Notices and Explanation of Cataloguing highest bidder regardless of the pre-sale estimate in The amount of the import tariff due is a percentage of 
Practice. the catalogue. the final hammer price plus buyer's premium. The buyer 

should contact Post Sale Services prior to the sale to 
A ~ determine the estimated amount of the import tariff. If 
Owned by Christie’s or another Christie’s Group Lot incorporates material from endangered species the buyer instructs Christie’s to arrange shipping of the 
company in whole or part. See Important Notices and which could result in export restrictions. See Paragraph lot to a foreign address, the buyer will not be required 
Explanation of Cataloguing Practice. H2(b) of the Conditions of Sale. to pay the import tariff. If the buyer instructs Christie's 

to arrange shipping of the lot to a domestic address, if 
$ E the buyer collects the property in person, or if the buyer p — Y ١ aes ~ سب‎ = 
Christie's has a direct financial interest in the lot and See Storage and Collection pages in the catalogue. arranges their own shipping (whether domestically or 8 a | mh M Al ISSN ES 
has funded all or part of our interest with the help of internationally), the buyer will be required to pay the Er rcs 7 ی‎ | 
someone else. See Important Notices and Explanation Ww import tariff. For the purpose of calculating sales tax, و‎ E &NaFLA Cap | 
of Cataloguing Practice. Lot incorporates material from endangered species that P app Ae the Import tanii M Se ene Mat - | SV p ELEN 

is not for sale and shown for display purposes only. See hammer price plus buyer SF quel and sales tax will be تا‎ e 

n Paragraph H2(g) of the Conditions of Sale. collected as per The Buyer's Premium and Taxes section — = - 


Bidding by parties with an interest. of the Conditions of Sale. 


Please note that lots are marked as a convenience to you and we shall not be liable for any errors in, or failure to, mark a lot. 
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STORAGE AND COLLECTION 





PAYMENT OF ANY CHARGES DUE COLLECTION AND CONTACT DETAILS 

Specified lots (sold and unsold) marked with a filled square (Bil) not collected from Lots will only be released on payment of all charges due and on production of a 
Christie's by 5.00pm on the day of the sale will, at our option, be removed to Christie's Collection Form from Christie's. Charges may be paid in advance or at the time of 

Fine Art Storage Services (CFASS in Red Hook, Brooklyn). Christie's will inform you if the collection. We may charge fees for storage if your lot is not collected within thirty days 
lot has been sent offsite. from the sale. Please see paragraph G of the Conditions of Sale for further detail. 


If the lot is transferred to Christie's Fine Art Storage Services, it will be available for 


collection after the third business day following the sale. Tel: +1 212 636 2650 


I mE Email: PostSaleUS@christies.com 
Please contact Christie's Post-Sale Service 24 hours in advance to book a collection time 


at Christie's Fine Art Services. All collections from Christie's Fine Art Services will be by 
pre-booked appointment only. SHIPPING AND DELIVERY | D E N T ۱ TY V = R | F ۱ CAT | O N 


Please be advised that after 50 days from the auction date property may be moved at Christie's Post-Sale Service can organize domestic deliveries or international freight. 

Christie's discretion. Please contact Post-Sale Services to confirm the location of your Please contact them on +1 212 636 2650 or PostSaleUS@christies.com. 

pica ا‎ From January 2020, new anti-money laundering regulations require Christie's and 
lets eto ae other art businesses to verify the identity of all clients. To register as a new client, 
Email: PostSaleUS@christies.com 

Operation hours for both Christie's Rockefeller and Christie's Fine Art Storage are from you will need to provide the following documents, or if you are an existing client, you 


9:30 am to 5:00 pm, Monday - Friday. ۱ : . . 
ids) | | will be prompted to provide any outstanding documents the next time you transact. 


Long-term storage solutions are also available per client request. CFASS is a separate subsidiary of Christie's and clients enjoy complete confidentiality. 


Private individuals: 
٠ A copy of your passport or other government-issued photo ID 
RR . Proof of your residential address (such as a bank statement or utility bill) 


Please contact CFASS New York for details and rates: +1 212 636 2070 or storage@cfass.com 








\ 
THE MUSEUM OF ISLAND - Ay dated within the last three months 
E S2ND ST PS SS Please upload your documents through your christies.com account: 
8 a 2 WP ۲ ۲ "- 
3 DE click ‘My Account’ followed by ‘Complete Profile’. You can also email your 
E 50TH ST o ۲ 5 : ۳ 0 
AER < / w., BROOKLYN documents to info@christies.com or provide them in person. 
AW s». ~v ~w 
E 48TH ST UNIO : ۹ 
| I~ Organisations: 
UNITED Le s - 
E 46TH ST NATIONS ES TA, Z e Formal documents showing the company’s incorporation, its registered office 
ND py . : f . P 
GRAND. MANHATTAN | F / and business address, and its ۹ members and ultimate E owners 
Christie's Rockefeller Center Christie's Fine Art Storage Services (CFASS) AA passport or other government-issued photo ID for each authorised user 
20 Rockefeller Plaza, New York 10020 62-100 Imlay Street, Brooklyn, NY 11231 . . gt . . 
m E e 2000 ب ل حت‎ MAOO Please email your documents to info@christies.com or provide them in person. 
PostSaleUS@christies.com PostSaleUS@christies.com 
Main Entrance on 49th Street Main Entrance on Corner of Imlay and Bowne St 


Receiving/Shipping Entrance on 48th Street Hours: 9.30 AM - 5.00 PM 5 
Hours: 9.30 AM - 5.00 PM Monday-Friday except Public Holidays ( HRI S | IE S 


Monday-Friday except Public Holidays 
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